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FOREWORD 


This catalogue seeks to record and interpret a 
first major c\hibition of art from the anacnt 
kingdom of Nepal It is warmlj hoped that its 
pubhcation, like the display itself, tvill bring the 
cream e gcmus of Nepal to new pubhc knoiv- 
ledgc and to a wider apprcaation The rare and 
beautiful examples of Nepah art that arc being 
showm have been chosen b} Dr Stella Kramrisch 
who is the true author of this exhibition as well 
as of Its catalogue It is thanks to her extensive 
acquamtance w ith the culture of Nepal and to her 
distinguished scholarship m the entire field of 
Indie arts that the Asia House Gallery has been 
able to arrange the present display 

Dr Kramnsch herem offers a pioneer statement 
regardmg the historical development and the 
chronology of Nepah art She show s, both in her 
text and by example, that the New an people of 
Nepal created a native form and style of art 
both for Hmdu and Buddhist usage, that must 
be regarded as one of great onginahry, grace and 
power Through Dr Kramnsch’s efforts a new 
chapter m the unfoldmg history of Asian art has 
m fact, been sketched This must be counted as 
a unique contribution to our contmuing modem 
effort to know and understand the great culmres 
of the w orld 

The Asia House Gallery of the Asia Soaety 
IS deeply grateful to the many courteous people 


and institutions who base aided us in prepanng 
this exhibition and its catalogue Our first indeb- 
tedness IS to His Majesty the King of Nepal, 
King Mahendra Bir Bikram Shah Deva, who 
from the start of our enterprise promised to send 
scseral of the greatest treasures of his nation to 
the exhibition We also extend thanks to the for- 
mer Prime Mmister, the Honorable Doaor Tulsi 
Gin, to former Ambassador of Nepal to theUmted 
States and to the Umted Nations His Excellency 
Matnk Prasad Koirala, and to members of the 
Cabmet whose approval of our enterprise has 
made it possible to displas several notable 
sculptures such as are not available outside of 
Nepal Itself In effecting this desirable arrange- 
ment, we have been most kmdiy aided b) Sri 
Ramesh Jung Thapa Director, and Sn Puma 
Harsha Bajrachary a. Section Officer, His Majesty ’s 
Government Mimstr) of Education, Department 
of Archaeology and Culture m Katmandu, as 
well as b} our owti Ambassador m Katmandu, 
the Honorable Henry E Stebbms by his Public 
Affairs Officer, Mr Robert Jaffie. and by Mr 
Nandaram Bhagut svhose assistance, extendmg far 
be) ond the call of duty , has been mvaluable to us 
It IS thanks to the kind fa\or of the Government 
of India that wc have obtamed the several loans 
from this source and to the sohatous concern 
of her Ambassador in Washington, HisExccUencv 
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On inch an occasion u is tcarccls possible tss 
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INTRODUCTION 


The anacnt kingdom of Nepal, high m the 
Himalaya between India and Tibet, is a world 
of its own. This is how the people of Nepal 
think of themselves and of the origin of their 
country: 

The legend tells — and facts prove — that 
where Nepal now is there once was a blue lake 
surrounded by snowclad mountains. They were 
the setting of its waters. No man could approach 
this lake. A Buddha of a former aeon, in his 
supreme knowledge and foreseeing the future 
destinies of Nepal, went on a pilgrimage to the 
lake and threw a lotus seed into its waters. A 
miraculous lotus arose and bloomed in the middle 
of the lake, A flame, purer and more splendid 
than the rays of the sun shot up from its center. 
This IS how the Adi-Buddha, the Buddha from 
before all time, the self-existing one, was mani- 
fested directly m his essence. 

Aeons passed The Buddha of each aeon visited 
the lake. The Buddha of the third aeon prophesied 
that a Bodhisattva would come and cause land 
to appear above the waters 

Bodhisattva Manjusri, m the perfection of his 
wisdom, knew that Deity had spontaneously 
manifested on the waters of the lake. Manjusn 
left his home in faraway China, behind seven 
walls. From the north-east he entered the moun- 
tains around the lake and with his sword, “Moon- 


smile,” he cut through the mountains. He cleft 
the rock and the imprisoned waters of the Jake 
rushed through the gorge mto the plains of India. 
This IS how the river Vagmati came to be, and 
the road to India through the Pharping gorge 
in the Mahabharat range. 

This IS how the Buddhists of Nepal know of 
the origin of their country, whereas the Hindus 
of Nepal ascribe the same feat to Vishnu m his 
Krishna manifestation. 

By their own myths the two great rehgions 
of Nepal convey the same inner experience of 
reahty. They have their own gods with their 
specific shapes to which India had given names 
and form They came to Nepal ready made, and 
Nepal mfused them with the faith of its people 
SO that the gods of Hinduism and Buddhism 
became identified with one another or assumed 
one another’s quahties and attributes. Avalo- 
kiteshvara and Shiva coalesced m one image called 
Lokeshvara. To worship Buddha is to worship 
Shiva, says the Nepali Mahattnya^ a text which 
guides the Brahman pilgrim through Nepal. 

The sacred sues which the pilgrim visits ate in 
the valley of Nepal, on the banks of its rivers, on 
the slopes and peaks of the low hills which once 
had been covered by the lake and where temples 
arose, and also in the towns with their sacred 
buddings, palaces and houses full of images. 
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The Nepal of art and legend is a small valley 
about 4,500 feet above sea level, eighteen miles 
long from east to west and twelve miles from 
north to south Its people are the Newars They 
are related to the other Mongoloid people of the 
entire country of Nepal, which extends about 
500 miles along the central and eastern Himalaya 
and about 150 miles across The people who hvc 
m the mountams are of Tibetan type whereas the 
Newars absorbed several waves of Indian immi- 
grants There is also a substratum of a race of 
Pre-Dravidians and Dravidians who were m Nepal 
even before the Newars 

The Newars however formed the bulk of the 
ancient inhabitants of the valley of Katmandu 
It IS they who created the art of Nepal, m close 
touch ^vlth that of India, preservmg its tradmons 
while evolving their own m the relative seclusion 
of the mountams and the separateness of their race 
Tradmon speaks of a long assoaation between 
Nepal and India Buddha ShaL^amuni was bom 
m Lumbini, on the southern frontier of Nepal 
He is said to have visited the valley of NepaL 
It IS also told of Emperor Ashoka {273 — 236 b c) 
that he came to the valley, caused stupas to be 
set up, and married his daughter to a Kshatrya 
of Nepal who founded Deo-Patan She lived 
there and built a monastery and stupa near by, 
which to this day commemorates her name The 
low, hemispcncal shape of these so-called “stupas 
of Ashoka” corresponds to that of stupas set up 
in India at the time of Emperor Ashoka So con- 
saous or desirable was the assoaation with Indian 


rulers and nobility that the successive dynasties 
of ancient and mediaeval Nepal, the Licchavis 
and Mallas, carried or assumed the names of 
Indian clans and married Indian princesses 

Traders came from India in order to bring 
home the soft, pashrmna wool blankets from 
Nepal Buddhist monks jomed the traders This 
made the journey less hazardous Buddhist refu- 
gees, in the course of history, found a haven m 
Nepal and there, about 300 B c the last great 
apostle of the Jams spent the final -yezrs of his 
hfe All this IS reported by Indian sources They 
do not say when the images of Indian gods came 
to Nepal 

The shapes m which the Newars venerated 
their owm divimtics, which had preceded the gods 
of Buddhism and Hmduism m Nepal, sharply 
differed from the forms of the latter Stones were 
venerated m their natural shapes, whether smglj , 
piled m heaps under trees, raised on altars or still 
ux the ground below the surface of the earth 
Such objefs tTOHvis were numerous hut they 
did not arouse the visual imagination, did not 
clamor for precise limits, proportion, or sunilant} 
to anythmg Onlj when the gods of India m 
their Indian form came to Nepal did the historj 
of Nepali art begin The numinous stones are 
formless and timeless Thej arc worshipped to 
this day 

The art of Nepal not only became famous m 
Itself but also played an mitiatory and dcasivc 
part m the art of Tibet and of Chuia Hsuan 
Tsang, the Chinese monk who went to India 




and left the most informative and dependable 
account of the sites that he visited and the places 
at which he staged, did not go to Nepal, but 
heard of the country from monks whom he met 
durmg his nvo-^car sta) m Nalanda, or who 
accompanied him on his way from A>odh)a to 
Vaishah What Hsuan Tsang transmitted to pos- 
tcrit) is not flattering to Nepal His mformants 
do not seem to have enjoyed their stay in this 
cold and ahen valle) Even so, they could not 
fad to be struck b) the “skill and faahty m the 
arts” of the Nepahs This, coming from Buddhist 
monks accustomed to the splendors of pamtmg 
and sculpmrc m the monasteries of India, at 
Ajanta, Nalanda, and elsewhere, is not to be 
underrated They also saw that then as to this 
day, monasteries and temples of gods are con- 
tiguous ’ although Katmandu Patan and Bhat- 
the thrce^reat~cities ot the valley Rad 
not yet been founded when Hsuan Tsang ivrote 
a bout hts travels m the second quarter of th e 
s eventh century a d 

It was at this time that Tibet the other neighbor 
country of Nepal became a great power due to 
the genius of Emperor Srong tsan-gampo After 
a victory over Nepal legend tells he asked for 
the hand of Princess Bn-btsum the daughter of 
King Amshuvamian of Nepal She is said to 
ha\c brought with her from Nepal when the 
bridal part) went to Tibet a miraculous sandal- 
wood statue of Tara and also a begging bowl of 
lapis lazuli that once had belonged to Lord Buddha 
himself Srong-tsan-gampo also defeated the 


Emperor of China and married a T’ang prmcess, 
as ardent a Buddhist as Princess Bri-btsuni The 
two queens who brought Buddiusm to Tibet are 
venerated as mcamations of the green and the 
white Tara Princess Bn-btsum, the incarnation of 
the green Tara, s)mhohc of the role Nepal was to 
play in Tibetan art, was first m bringing the gods 
and treasures of her country to Tibet where she 
was jomed by the Chinese Prmcess Wen-cheng 
This extension of the art of Nepal came about 
around the )ear 640(’) Art m Nepal of the 
seventh century left an mdehble impression not 
only in Tibet but on those who visited Nepal 
from India and China In the middle of the 
seventh century (657) the Chinese emoy Wang 
Hsuan Ts e described the mamfbld w onders w hich 
he saw m Nepal There was a lake which was 
on fire The Kmg of Nepal told the envoy that 
there was a golden casket in the lake It appeared 
but was submerged when anyone wanted to 
take It Its gold was the gold of the diadem of 
the Bodhisattva Maitrcya the future Buddha 
It was guarded by the Fire-Serpent 
Leavmg aside the symbohe meaning of the 
stor\ told by King Narendra Deva (640 — 680*) 
to the Chmese envoy, the golden diadem of 
Maitreya must be imagmed as similar to those 
which Bodhisattvas and gods arc seen to wear 
in their images m stone and metal Some of 
these were set wnth prcaous stones Preaous 
stones also decorated the buildings The T ang 
annals based on the account of Wang Hsuan 
Ts e describe the royal palace of Nepal as having 




a central tower of seven stones Its metal work, 
balustrades, screens, columns, and beams were 
decorated with preaous stones Neither the num- 
ber of stones nor the decoration of the towering 
structure appear to have been exaggerated This 
structure was, no doubt, built in the Indian tradi- 
tion In India, the many-storied temple towers in 
stone bear witness to this day to the comparable 
w ooden structures, long smee perished, of which 
they were adaptations The wooden houses with 
pamted wooden sculptures m Deo-Patan, the 
capital of Nepal, were a reflection of the splendor 
of the palace Wang Hsuan Ts’e himself describes 
temples of many stones on an isolated mountain 
near the capital He also marvels at a similar 
broadly terraced structure m the capital, 200 feet 
{ch'ih) high and 400 feet around with wondrous 
sculptures m Its four pavilions They were adorned 
with preaous stones and pearls 
To decorate metal sculptures with preaous 
stones IS neither decadent * late’ , nor barbaric 
The mellow and deep glow of cabochon-cut 
spmel rubies, the blue freshness of turquoise, the 
light of rock crystal and the gleam of the pearl 
exceed m effect the inlaying of metal with metal, 
as of bron 2 e with g old silver , or copp er. 
which are seen in Indian and Nepa li metal im ages 
of the seventh century Polychromy not only by 
means of pigments made from stones and metals 
but by tbe original substances is part of the 
sculpture of NepaL This must have astonished 
the Chinese envoy m the seventh century much 
as It docs Western taste today 


Centuries later, when there was no direct con- 
tact betw cen the King of Nepal and the Mongol 
court of China, it was the art of Nepal w hich 
penetrated into China and Tibet It is said that 
m all the monasteries of both countries most of 
the images were the work of A-ni-ko 
Ae Pt-ko (1244 — 1306), a descendant of the 
royal fanuly of Nepal, was so accomplished an 
artist and worker in metal that m 1260, m spite 
of his youth, he headed a contmgent of eighty 
artists from Nepal whom King Jayabhitmdeva 
had summoned when P’ags-pa, abbot of the 
Sask)a monaster) m Tibet and spiritual advisor 
of Kublai Khan, was ordered b) the latter to 
erect a golden stupa m Tibet This task was 
carried out so successfully that the abboepersuaded 
A m ko to follow him to Chma where he entered 
the service of Kublai Khan By 1274 he was in 
charge of all niecal w orkers, and he also painted 
portraits on silk of the Yuan emperors Four 
years later he was appomted controller of the 
Imperial studios Among his titles when he died, 
was that of Duke of Liang His^ chief pupd was 
t he Chinese, Jan Yua n The tradition which 
A-^u^ko had created m Tibet and China lasted for 
a long time, not only m metal and clay, but also 
m lacquer Moreover, it was kept alive, by new 
contacts, mto the eighteenth century (71) 

It seems a long svay from the formless stones 
mdicative of the presence of divmit) (ilyii) to 
the accomplished work of A-m-ko But the 
passage of time has not affected belief m the 
validity and the efficacy of the unhewn stones 



To ihi* day tVic) may be placed and ^\onhlppcd 
«dc by side wuK a caned Jtone or gold-plated 
metal image of any phase of image making. The 
four Guddhisi goddesses, consorts of the Buddhas 
of the four dircaions, arc represented by simple 
stones on the somhem stupa of Patan. Such co- 
existence maintains a tension bctweai the form that 
is the ssork of art, on the one hand, and the 
unformed datum of nature, the mere support of 
the numinous, on the other. 

The range of the sculptures and paintings of 
Nepal IS from the figurative to the abstraction 
of the mandala, the geometrically ordered paint- 
ing (87) The figures of Buddhist art. svhether 
shownat peace or m frenzy', have thcirdcfimte place 
in the intelligible siruaurc of Buddhist thought or 
in the visible field of a nundala, an instrument 
and diagram for obtaining spiritual reintegration. 

Tbc images of the gods came from India, 
together with the theory and techniques of their 
manufacture. However, the rough and unhctvn 
stones, supports of the numinous, belonged to the 
earth of Nepal x\hich once upon a time was 
covered by a lake. Finally they had become 
exposed, ready to attract the attention and awe 
of a herdsnun as he wandered along or mused 
while tending his flock. 

The valley of Nepal came into existence in an 
aeon long past, m mythical time. Its fertile soil 
was covered by dense vegetation. None dared 
to interfere with its luxuriance until one day 
the soil was opened for agriculture. This event 
IS assigned to the reign of Vnshadeva, the great 


grandfather of King Manadeva.' The latter dedi- 
cated two images of Vishnu Vikranta (I and 11) 
and set up mail) stone slabs, and had them covered 
with inscriptions and svith reliefs. 

Tlic transition from a pastoral mode of life 
to an agnculuiral one, and from an unhewn stone 
to the complc,x organization of the relief of a 
stele or sculpture in the round, is rapid. Yet 
again, tune is of no consequence when a people, 
receptive of a fully evolved art like that of India, 
becomes idcntiflcd w uh the religious experience 
that the form of this art expresses. Nor is it 
necessary to take literally the span of four genera- 
tions from Vnshadeva to Manadeva, although 
they ate historically accountable figures. Its short 
duration denotes a rapid and total change, just 
as m the opposite sense the aeons, when the 
former Buddhas came and went their way, denote 
an incalculable time, before years began to count, 
a rhythmical time of inner experience which 
attunes the inner attitude of the believer to all 
tliat happens. 

This rapid change from one mode of life to an- 
other and the first making of a self-portrait by an 
artist coincide m the legend of Galbala who hved 
in the reign of Vnshadeva Before him, none 
had dared to lay open the earth for agriculture. 
Balbala the “stutterer” did it He had no family, 
none to mourn or to remember him Before he 
died he set up with his own hands a statue of 
himself. This statue became the center of a cult. 

Balbala, stigmatized by his defect of speech 
and lack of a family, was destined for the “hubris,” 




in Pilgrims m the Mountams Near KathcJimbhu, Katmandu, Nepal Ca seventh century (The 
chronology of Indian art of the sixth to eighth centuries, on which the style of the Nepali sculptures is 
based, IS not as yet securely established ) 


the daring crime of violating mother earth He 
dug into her and became the first agnculturist 
he cut into the stone and in his hubns made a 
statue not of a god but of himself For these 
acts of cultivation and creation he became the 
center of a cult His hubns, and the handicaps 
which predestmed him for it were cancelled and 
outweighed by his work Balbala hero of agri- 
culture and art, belongs entirely to Nepal Daring 
and self-assertive he converts his stigma into 


his glor> by having given to the country the 
cultivation of Its ground and the art of portrai- 
ture the latter through the cqiuvocal achieve- 
ment of sclf-consaousness 
This altogether un Indian legend is told m one 
breath together ivith other memorable happenings 
that took place in the reign of King Vrishadeva 
Just as his ancestors had done so also did this 
king set up images of the Buddhas and of Lokc- 
shvara The revolution brought about by the 


about two ccntuncs later The three-dimensional 
ponderosity of the figure makes it appear saturated 
and gravid with its own presence When a figure 
IS that of a god or goddess its divimty is embodied 
in fulsome clarity When it is that of a king his 
status and character inform the tension of the 
curved planes of the figure Straightforward and 
compact, these sculptured presences stand firm 
Their sohdity has absorbed mto itself the Indian 
tradition of modeling which follows the move- 
ment of the breath and the ebb and surge of the 
sap of hfe, the vital process itself, caught m its 
course All this, as an achieved form m Indian 
sculpture, is as thoroughly understood the 
Nepah sculptor as is a Buddhist sacred text by 
its Nepah expositor To him the oscillatmg curves 
of Indian form are the substance m which he 
works, so that the sculpture stands solid and is 
estabhshed m the surge of its curves and the 
palpitanons of its planes The static form grips 
the sweilmg, vaulted shapes replete with an mner 
movement and subordmates them to the firmness 
of us disaplmc 

Whether carved in stone or cast in soLd metal 
(3), the sculptures made in the ti\o centuries of 
ever-renewed contacts with India show that more 
than one school of Indian sculpture provoked 
theu form In the fifth to sixth centuries the 
impulse once given by the school of Mathura 
was still felt and the Gupta schools of central 
India contnbuted their part other Indian centers 
become palpable solely m the effect they had on 
Nepah sculpture, their w ork not being preserved 


By the seventh century, the Deccan and Western 
India had contributed their tradition The work 
of the Nepah sculptor has some features m 
common with that of the Aurangabad cave sculp- 
tures and of the Western school centered m 
North Gujarat (Samalaji), and, nearer to Nepal, 
with that of Uttar Pradesh ivith the temple at 
Deogarh, and of Bihar, where the new “post- 
Gupta” style produced monuments like the Va- 
raha Avatar in Aphsar Nepal was m direct touch 
with the vital currents of Indian art 

Another component of Nepah sculptural form 
IS a sober appraisal of the roundness and the 
rhythms of the contour and also ofthe countenance 
of the figure (III) With this goes a loving presenta- 
tion of children and flowers In the art of the 
whole of Indian Asia, Nepali sculpture has created 
an image of childhood in many figures ofnamelcss 
children, whose movements are pristmc as those 
of animals when they know themselves to be 
unobserved The flying Vidyadharas m Nepah 
sculpture are not vahant youths of chansmatic 
appeal, nor the fl>Tng Devatas angehc, or gnome- 
hke as they are m Indian reliefs They arc Deva- 
putras, children of heaven, who know how to fly 
In Nepali sculpture the god-child Krishna, child- 
hero who vanquishes the serpent (IV), is only a 
few years old, not yet a lad as Indian sculpture 
shows him His small-featured face is thoroughly 
Nepah There is a streak of cruelty m his trium- 
phant cbtion the same cruelty that rules over 
the hneaments of the Jang s countenance m the 
statue from Mrigasthah, Pashupati (I) Nor is it 





IV Knshna subjugates the serpent Kaliya Old Palace Katmandu Nepal Ca seventh century 



absent from the delicate beaut) of goddesses In 
some of their images seemingK incompatible 
components of the Nepali srvle mterpenetrate 
just 3$ the) do in images of the Bodhisanvas (V) 
The) are sumptuous m the almost ph)sical im- 
pact of their presence, msmuatmg m their fleshh 
ness and at the same time be) ond reach m their 
detachment or in the bliss of absorption \%hich 
their faces show Ambiguousl) both sleek and 
stem in their luxuriance and detachment the 
sculptures of the earl) se\ enth cenmr) , whether 
Hindu or Buddhut, excel m a gemhke ptc 
cision of surface finish and m the definition of 
detail 

These details are of diverse pros enance Among 
them arc the volummous masses of pleated gar 
ment obhsnous of the classicall) Western folds 
whence they derive their bulk and arrangement 
(2) taut vaulting planes of carved volumes (of 
Indian provenance) inascd or mlaid wnth the 
geometrical figures of patterned textiles which 
cling to them (3 4) crowns of mitre shape and 
others which covered with delicate relief waden 
as the) ascend in three detached crests from the 
forehead The coiffures range from Gupta t)’pc 
w^g$ (III) their profusion of locks like a shower 
of pcarb to braided arrangements placed on top 
of the head or lalcrallv all known to India but 
m Nepal as much stcrcotvped as thev arc mm- 
catch described Even more waned is the altitude 
toward jcwclr) simple shapes such as pearl 
strings with a central gem or rosette (V 5) and 
large flat arcular or rosette shaped earrings 


are showTi m the sev enth centur) , three-dunen- 
sional atnalaLa shapes are particularl) conspicuous 
m earher times, and mtneate designs are common 
after the eighth century All these ornaments 
are w om m their csublished places near the jomts 
of limbs and bod) as m Indian sculpture, or 
sometimes they are absent, leaving bod) and 
limbs free from their magic protection and also 
fi-om accentuation and encumbrance, so that their 
kneaded modeled volumes have no ornament 
but their own smooth surfaces 

In this freedom of choice Nepah sculpture 
avails itself of the resources of India and of its 
own tradition as it gathers momentum from one 
work to the other Confirmed m its own wa)’s 
a local tradition tests its strength against the in- 
flowing Indian t)pcs Transplanted into the bod) 
of Nepali art their cumulative combinations and 
exchanges arc parr of its substance and arc trans- 
formed with It, while one or the other motif « 
carried along as a residual shape in a new context 
Eclectiasm and consaous borrowing arc parr of 
this process 

The art of Nepal is not a regional school of 
Indian an It is on the receiving end of a one 
vva) traffic. No an forms flow from Nepal to 
India the) sta) in the mountain kingdom having 
rccciv cd the impress of thnr makers the Nevvars 
Whatever admixture of Indian blood the Newar 
craftsman possesses makes for this readiness to 
absorb the traditions of the Indian schools but 
his CTcaUvc use of them is to the credit of the 
Newar clement itself ft is as unmistakable m 



jl»e form of the iculpmrrt at it n in the plrnttij;- 
noinicj of their figure*. 

The*c figure*, if the) arc not carved against a 
plain ground, are set against or ensconced in 
rugqrtl, nihisiic configuraiions (III) These repre- 
sent rsKhi and ssmholire nature Their patterns 
had evolved in India through half a minenniuni 
and more, from Barhtit on, tn-forc thev reached 
the mouniatns of Nepal and there proliferated 
No new mode of showing mountains, the natural 
setting of Nepal, entered their closclv textured 
patterns. Nepah art transformed the ph)siog- 
nomv of the figure of man from an ideal Indian 
to an ideal Nepali tvpe. but did not, before the 
ciglitcsmth ccnttir), look up from traditional 
Indian praaicc and formula and com a version 
of its ovvm experience of surrounding tnmrc. The 
New an sculptor, m his mtnition, remained true 
to the Indian original. A power stronger than 
this consaous aim wrought the transformation 
of the human figure and its modeling according 
to his own ph)stognomy and his own waj of 
looking, feeling, and forming But it is not Ins 
full-blooded self, moved m its utmost depth, to 
which he has recourse. Groomed and dainty, his 
figures exist m a world of elegance and etiquette, 
even where their form is akin to and contemporary 
with Dcccam cave sculptures like those of Auran- 
gabad. 

Because of this inner distance from primary 
and artistically creative religious experience and 
the consciously conducted, cultivated line winch 
arciimscribcs it, Nepali sculptures from the 


smnid lialf of the seventh century anticipate some 
of the character of the Inter Pala sculptures of 
eastern India To the first half of that ccimiry 
may be ascribed some of the most relevant sculp- 
tures of Nepal (111. IV. 2 — 1) 

The images of Buddha and of the Bodhisattvas 
Badinapaiii (V) and Vajrnpani carved between 
pilasters in niches finng the four directions, on 
a prismatic pedestal supporting .1 stupn at the 
Ilciiakarna Mihaviliara (or Dhvaka Baha) m 
Katmandu (ca, seventh ccntury)arc closely related, 
m their architectural setting, to the Dashavatar 
Temple m Peogarh m Uttar Pradesh, India. This 
temple 15 assignable to about 600 a d or the 
end of the sixth century. The modeling of its 
figures IS more detailed, more relaxed than that 
of the Nepah images, relying as n docs on the 
knowledge of Gupta sculpture of the sixth cen- 
tury, whereas that of the images of the Licclim'i 
CliaityiJ (as a stupa of this kind is commonly 
called m Nepal) of the Dhvaka Baha is summary 
It suppresses detail in order to strengthen the 
purity of the contour. Within it. the figure has 
filled out. shoulders and thighs arc more rounded, 
the stone having become the flesh of a conception 
of might It surges m vaulted planes of nnmacu- 
iatc precision whose intersections arc as neat as 
those of clover leaves This summation and preci- 
sion arc the work of the Newan sculptor Actually 
Indnii sculpture at that moment was moving in 
the same direction, away from the tender sensi- 
bility of Gupta form to a heightened sense of 
simplified volume Sculptures from Aphsar, 



J. .jSO^ i*i«Cl#>>L,'^<->. 


In iti ircatm-nt of ihc Ktilpturjl nun. tlii} 
stjlf comnbutci! two otcntul t\pc4 of forin, the 
•me cnJowoI w>t!i mo\Tinmt, the other with 
a KiUncc compact nJ of tnovcmetit Tlie move- 
ment ti that of a KTpentiiJC writhtnp anti ii em- 
IhxIicU in the iliapc of tlie jerpent (IV), or m a 
lotm jialk {V) or in limln of the human shape (1) 
The former t)}'c, cnJowctI with movement, 
ctilnunatn m the hod) of the heroic clnld-god 
Krishna (IV). an tntcriannp m space of serpentine 
volumei, p)ratmq and charged with a power of 
resilience whose nuxlifications are incorporated 
in the bod) of the Naga King and in his serpent 
hoods* When, however, the figure is shown at 
rest, compaaed of movement, as is the image of 
Oauri (2), firmly planted on her feet, the figure 
IS filled like an amphora with a movement that 
expands from the core of every limb and of each 
part of the bod), until it sets up its limits, which 


arc the shape itself of that limb or part. It is m 
this vva) that the glorious opulence of the legs 
of the gixldess lus come about, the firm arcs of 
tlirir contour, the purit> of its transition to the 
erect torso which this contour carries upward 
hie a chahcc. The rib-cagc here serves as a stem, 
Its fiatnas as a zone of contrast and transition to 
the round volumes above. 

A anmterpomt to these ascaidmg sinuous 
volumes is formed b) the angular shapes of the 
descending, draped, upper garment slung around 
the shoulder. The rigzag pattern of its pleated 
ends, forming triangles in space, is as calculated 
as IS the flatness of the garment where it clings 
to the shoulder. The volume of this upper gar- 
ment on the proper left of the figure is repeated 
h) the slighter vcrtial masses of the folds in 
which the diaplunous skirt is gathered, between 
and beside the legs, squaring their rotundities 
Foliate saolls and creepers, in low relief and m 
compartmcmi of their own, frame the lower part 
of the image The elegant geometrical dovetailing 
of foliate scroll and pleated garment is given a 
less arresting version m the image of Padmapani 
at the Dlivaka Baha (V) 

To these stone sculptures im) be added a metal 
image of the goddess (3) standing on a lotus 
ptticstal (tiiijhivnhliiijtjpiiha) Both feet planted on 
Its scedpod, with a bend in the hip, the goddess 
allows her left arm to follow the curve of this 
stance, holding tlie left hand (in kapUtha-Uasta) 
against her thigh whereas her right hand, pointing 
downward on the retracted hip, bestows gifts 



from htr optn palm The upper garment here 
IS drawn across her bod), front and back and 
falls behind her left arm m a scqiiCTicc of pleated 
folds whose concave plane curves aw a) from the 
bod), augmenting the lateral projections of the 
skirt From below the ornament of the belt folds 
stream down as if from a separate sash The) 
follow the curve of the stance The narrow, sloping 
shoulders arc loaded w ith omainents Tlic cre'sts 
of beaded armlets reach up to them as the) do 
m the image of Vishnu Anantashayin m Dcogarh 
Flower-shaped earrings rest on the shoulders and 
cover a double strand bead necklace broadening 
and solidifying the transition from the face to 
the body so that bod) face and crown form 
one sculptural umt whose mass is surmounted 
b) the forward tilt of the halo It rises from 
behind the shoulders and leans on the lateral 
meshes of the coiffure and the crest of the diadem 
of the goddess This might) coiffure broadens 
the solid figure its height is augmented bv the 
pointed halo of flames 

Bounded by flat waves of hair held in place 
by a flat band of the diadem the oval face of the 
goddess is of a pure Nepali type whose fanuly 
likeness with the countenance of the child god 
Krishna is unmistakable The metal image of the 
goddess goes further in its stylizations of the face 
High arched brows are incised above the meeting 
of the planes of forehead and lids adding an 
overtone of wonder and incrcasmg the Mongoloid 
character of her rmen This is mdicatcd by the 
incised bne of the upper eyelids which runs closely 


parallel w ith their elongated curve, shielding the 
almond shaped eyes It suggests the fold of the 
upper hd it descends to the inner corner of the 
eye though it docs not cover it The Nepali god- 
dess has her counterparts in the rock-cut goddes- 
ses of Aurangabad whose maternal amplitude her 
shape emulates 

The image IS solidly cast in copper which has 
apparently a considerable admixture of gold 
Shawl and skirt arc inlaid with gold and silver 
stripes and circles The arclcs have holes in their 
centers and around each a square is outlined b) 
incised pinpoint dots which give the effect of a 
woven or iI.<T/-d)ed pattern The gems in all the 
ornaments arc cast in metal whereas the eight 
petalcd flower in the center of the girdle now 
shows an empty cavity in the center It would 
have been inlaid with gold or stiver or with a 
precious stone 

The halo oval inside and pointed outside has 
two plain inner borders whereas the broad outer 
nm consists of bifurcated flames increasing in 
size toward the central peak marked by a plam 
oval The halo and the long end of the upper 
garment w ere made separately in the wax model 
as thick flat shapes they were affixed to the 
figure and then cast together with it In the back 
view their curved surfaces are echoed ixi the skirt 
which similarly flattened flares out man irregular 
trapezium shape This flattened abstract treat 
ment of the back of the image particularly of 
the skirt is reminiscent of very anaent Indian 
precedents seen in the colossal Yakshaand Yakshmi 
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figures from Didarganj and Patna, of Mauryan 
date. 

The feet of Gaun appear tied to the ground by 
the heavy bands of the anklets, which skirt the 
ground as they pass around the heels. The single 
petals of the base with their broad, simple shapes 
agree with other simplifications pecuhar to this 
image, such as the flat and bent section of folds 
or the solid rim of abstract flames. In the lower 
half of the pedestal, with its double row of petals 
turned downward, no petals are shown at the 
back. A related image of the goddess is richer in 
Its modchng but its countenance is less pronounc- 
edly Nepali (4). 

More exaggerated than m the stone fragment 
(2) is the slim high waist, holding up her large, 
doscly-sct breasts They are modeled as they 
surge from the chest as are those of the 
woman m the stone rehef (III) This rehef shows 
a flower-offering scene in the mountains within 
a three dimensional, synthetically cubistic set- 
tmg eqmvalent to those pamted m Cave II, 
Ajanta 

At present the existence of ‘'early’* Nepah 
metal images is not recognized The fact that 
some of them are gilded and others, after the 
eighth century, are also encrusted with jewels, 
and that this technique is not known from extant 
examples m India pnot to the later Pala period, 
supports this view But the argument is weak 
and IS contradicted by the testimony of Wang 
Hsuan Ts e, the Chinese envoy who described 
Nepali architecture and sculpture 


The early part of the seventh century in Nepal 
and India was one of great sculptural achievement. 
In Nepal, the reign of Amshuvarman was propi- 
tious Hsuan Tsang, the Chinese pilgrim to India, 
who knew about Nepal from hearsay only, extols 
King Amshuvarman who had ruled “with sound 
knowledge and sagaaty of spirit.*’ Justly famous, 
he created an atmosphere which must have 
stimulated all the arts. He svas at first a high 
feudatory” or Mahasamanta of King Shivadeva 
who ruled from 575 to 617. Amshuvarman is 
said to have become the Regent in 602. He died 
bctiveen 615 — 620. 

The wealth of sculptural mvention m the early 
part of the seventh century was to remam a 
storehouse for the next half miUenmum of 
Nepah sculpture 

From the middle of the seventh century and 
Its second half, Hmdiusm as well as Buddhism set 
up cult images m which the figure of the main 
deity, by its size and central position, dominates 
two mmor images (VI, Vn. VIII) The most 
frequent Hmdu type is that of Vishnu accompa- 
med by the standmg figures of Lakshmi and 
Garuda, whereas Padmapam Avalokiteshvara u 
the mam figure m the Buddhist configurauon 
Padmapam is accompamed by two kneelmg mm- 
bate and worshippmg female figures The image 
of Vishnu Sridhara at Changu Narayan is repre- 
sentative of the first type (VI) The completeness 
of its iconography coupled with the ngidity of 
its form suggest a later date, but m none of its 
monfs and idioms are this and allied images dc- 



rived from Pala steles of Vishnu of the ninth 
and tenth centuries The Vishnu image at Changu 
Narayan is hterally a configuration of three 
separate images, each on a pedestal of its own, 
assembled in front of an ornamental broad rim 
of a stele The stele has the appearance of bemg 
translated mto stone from three bronze images 
cast in the round and placed m front of a prabha- 
manJala m repousse technique 
The lotus pedestal of Lakshmi is circular and 
the rock base of Garuda is transformed to a 
circle Lotus bases and flame edges of halos and 
mandorlas of the seventh century were elaborated 
m different designs, of single, double, and triple 
units of flames or petals, m planar or more full- 
bodied patterns, the simple curved plane of the 
lotus petal occurrmg also m a later phase The 
rock cubes of Garuda’s pedestal with the two- 
tiered, circular section form a three-dimensional 
pattern m black and white, the underside of each 
tier being cut obliquely This ingenious adapta- 
tion to the shape of the lotus base strengthens 
the formal structure of the stele, makmg the 
two lateral figures supporting pillars to Vishnu’s 
stance They are also attached to him m width, 
hy the mterlockmg of fluttermg shawls, cape-hke 
wings, and lotus plants resulting m excited ara- 
besques to which neither the stohd modeling of 
the figures nor the symmetry of the stele respond 
Only the claw-hke scrolls and tremulous leaves 
of the “vase of plenty” on the front panel of 
Vishnu’s pedestal express this agitation No “vase 
of plenty” {piirna^hata) in Indian sculpture brims 


with such tortured fragments, though their style 
IS derived from work of the later part of the 
seventh and the eighth centuries when filura, 
Alampur {Svarga Brahma Temple, 681) and the 
early temples m Bhuvaneshwar, Orissa, offer 
parallels m the styhzation of the scroll 
The image of Lakshmi (VI) though related to 
that of the metal statuette of Gauri (3), differs 
from her by its unsuccessful mtegration ofjcwelry 
and headdress with the figure, by a condensation 
of the opulent sweep of the body between knees 
and waist (m the image of Gauri this sweep 
extended down to the knees), and by the com- 
paratively small breasts which appear more as if 
set on to the chest than springing from it The 
unified sculptural volume of the image of Gauri, 
exaggeratedly shown by her left arm almost 
without elbow — all of one piece like a serpent’s 
body — IS here replaced by an articulation not 
only of elbows and knees but also of the thorax 
against the abdomen With this greater flexibility 
m the joints the face is held lc>s erect, it looks 
down on, rather than confronts, the devotee 
The fleshy, short-featured, broad face of Vishnu 
(VI) appears as Indian as it is Nepali As m the 
metal figurine of Gauri, high arches are incised 
in one thm line above the modeled ridge of the 
bro^vs They descend in a point to the root of 
the nose The small and puppet-likc mouth is 
common to all three figures The arms raised 
from the clbotss have a bulging contour between 
elbow and WTist, a mannerism that came to stay 
m Nepah sculpture Discus and club, the w capons 
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of the god, are given prominence by their size, 
whereas his cosmic symbols held m his lower 
hands are small, the conch held horizontally, the 
lotus dwmdled to a small bud 
Here the crown of Vishnu is a high shape 
attached to the head by a beaded diadem whence 
arises a mass of pleated, stiff material decorated 
with three circles of the goldsmith s art, thefrontal 
one encompassing a leonine face of glory (kirtti- 
muUia) The figure of Vishnu is segmented by 
Its jewelry and apparel, among which the long 
sacred thread passes from the left shoulder under- 
neath the waistbelt, above the folded upper gar- 
nicnt The latter is fastened to the waistbelt and 
draped m a loop across the thighs The sacred 
thread is tucked m near the right thigh then falls 
nearly to the knee With their tubular folds and 
the three-dimensional pattern of their edges, the 
ends of the upper garment contribute to the 
complexity ofthesteleinitslowerpart Thcstripcd 
and patterned loincloth, worn short on the left 
leg and long on the right, is gatliered between 
the legs and preserves the zigzag pattern of the 
drapery of classical Western art 
The image of Garuda, similarly attired but 
wearmg a cape of wings, a serpent around the 
neck, two different earrings and a coiffure peculiar 
to Garuda images m Nepal, stands with a slight 
flcMon m an attitude of veneration The draped 
end of the dhoti clings to the right leg, leaving 
the left one free 

The image of Padniapani near the Yampi Baha 
Ui Patan (VII) is without the dreary solcninit) of 


the Vishnu image It is imbued ^vlth a harmonious 
warmth of figures, ground and spacing The 
three lotus pedestals arc combined into one base 
for the total image The scroll of the broad rim 
IS utterly conventional The young, short, sturdy 
figure of Padmapani Avalokiteshvara ,s without 
a waistbelt, nothing breaks the continuity of the 
contour Held against the image at the Dhvaka 
Baha (V) the modeling has become tired, the 
thighs sag and the legs are wooden Zest, how- 
ever. comes from right and left, from the impetu- 
ous kneehng and greeting by the two royal ladies 
A new experience here has infused a traditional 
motif (V) of Indian Gupta origin with the imme- 
diacy of its meaning ® 

The posture of the two kneeling figures ampli- 
fies the sacred space which the recessed ground 
around Avalokiteshvara indicates The precision 
of tlieir shapes accords with the inuncducy of 
the movement, and a return may be noted to 
the modeling of the bust as m the earlier sculp- 
tures If the necklaces seem to indicate a ncu 
fashion (shared by the image of Tara [No 1948 
2—18, Ij m the British Museum) the armlets 
wtli their high crest in the old style reach up 
CO the shoulders they arc placed higher than 
those of Avalokiteshvara His beautiful face full 
of compassion belongs to the family of the 
Vishnu image It has none of the rapt bliss of 
self-absorption of the Gupta-hke Dh^ab Bod- 
hisattva 

The sculptors chose for their images man> 
dilfercnt combinations and variations of motifs. 



however standardized their mam features ^\crc 
becoming. Motifs m common, such as tlic crown 
of whatever shape, widening towards the lop^ 
or the long and tucked-m sacred thread arc 
differently treated according to the sensitivity of 
the sculptor. It :s of a high order as shown 
the sacred thread of the image of A valokitcshvara 
where m Jasadrd string ■seeomp.inies, esresses stu} 
accentuates the modeling 

Related to this stone image of Padinapani 
Avalokiteshvara (VII) though more powerful and 
consistent m its modehng and structure, is the; 
gdded copper figure of Vajrapani m the Stanford 
Umversity Museum, California (5) ^ Technically, 
It has the affixed halo m common with the iniagt 
of Gaun and also the abbreviation and compres-. 
Sion of the drapery into a thick metal sheet flaring 
away from the figure, as is seen in the back view. 
The left arm of Bodhisattva Vajrapani. though 
somewhat more modeled and bent in the elbow^ 
paraUeb that of Gaun In the proportion of it* 
body the statuette resembles the stone carving 
of Avalokiteshvara, but is more unified in it^ 
relation of body and legs , the thighs do not sag , 
the simplification of the end of the dhoti into a. 
curved sheet leaves, as m the image of Avalokltes-^ 
hvara, an interval beside the left leg, strengthening 
Its silhouette This idiom is also seen m the figures 
of Vishnu and Gaiuda 

By Its width of face at the side of the cheek 
bones, and its short features, the countenance of' 
Vajrapam belongs to the conventions of Nepah 
j^ylpture, though the nose is more Indian, bemg 


prominent. Above the modeled brows is the 
thin, incised line fonmng an angle at the root of 
the nose The ornaments in relation to the body 
are as conspicuous as those of Vishnu Their 
contact with the body lacks, however, the finesse 
of the image of Padmapani. 

Another, larger image of Padmapani at the 
Scf^hata. Mshsvthan orSigfta Uihs, Kschc^mibha, 
Katmandu (VIII) concludes the senes of “early” 
Bodhisattva images, that is prior to circa 800 a d 
Contrasting w^th the ponderosity of the figures 
in the seventh century', is the attenuation of the 
image and its halting contour. The latter is even 
more conspicuous m the low er half of the image 
than It had been m Fig VII In the upper part 
of his body, the Padmapani at Kathesimbhu 
rises, under a new disposition of form, above the 
hesitations in the treatment of the lower part 
The figure has the preasion of curved metal 
sheets In its elongation, this Nepah Bodhisattva 
image is reminiscent of some colossal stone 
Bodhisattvas from northern Orissa 

The face, similar to the torso, ts pure m its 
Imcar defimtion, followmg as it does the model 
of the ideal Nepah type The raised ridge of the 
brow, havmg dispensed \vith the incised Ime 
along It, now meets at an angle at the root of the 
nose The Newar eye is mdicated by an mased 
Ime parallel and close to the edge of the lowered, 
upper hd of doubly curved bow' shape The 
bps, relaxed m their schematic beauty, have left 
behmd the many shapes given to them before 
In Its mask-like perfection, this formalized face 



IS yet reminiscent of that of the god-child 
Krishna 

At the base of the slab, the three lotus blooms 
here belong to one plant and are held aloft by 
the stem and its ramifications This motif carries 
here a double lotus” in tlic middle, the pedestal 
of the mam divinity, and two artichoke-like 

smgle lotuses” on which are enthroned the royal 
women devotees, dwarfed and lumped versions 
of those of the Padmapam m Patan (VII) The 
right hand of the Bodhisattva in both the steles 
rests on a lotus support, akm to the florid shape 
in the Vishnu stele (VI) 

The lower part of the stele does not share the 
clarity of its upper half and some of Its stodgmess 
recurs in the heavy-handed, pedantic detail m 
the elaboration of the crown and the lotus flower 
The central crest of the crown, a flame-edged 
niche arising from a lotus, enshrines the image 
of Buddha Amitabha, the spiritual father of the 
Bodhisattva The flames here have stems which 
curl up at the ends 

Similar flames surround the lotus-discus (caLra) 
of a gold-plated metal image of Vishnu Sridhara 
on loan from the Brooklyn Museum (10) This 
image has more than its iconography in common 
with the Vishnu of the stone stele at Changu 
Narayan (VI) Yet it is more stark m its sti/Tness. 
niorc nude in the splendor of its golden radiance 
and the ornaments set with stones The sacred 
thread is doubled and shortened It passes under 
the waistbelt and the folded upper cloth u hose 
ends, too, are shortened as are those of the dhoti 


Their pointed ends enliven the lower part of the 
image, supported on stiff, widespread legs Here, 
once more, the powerful face is more Indian than 
Nepali The horizontal ends of the band by which 
the crown is tied occur on images of a later date 
The armlets of Vishnu arc worn lower down 
than 111 the other images, dubs of this shape arc 
also found on Vishnu images centuries later On 
account of its stark power the image docs not 
appear to be a later replica but seems to carry 
the type of the Vishnu image of Changu Narayan 
into the foUowmg centuries While no definite 
dace can be given to this figure, it is not as late 
as the eleventh century, when dated stone images 
completely different from this in form, like 
that of Surya (1065) at Thapahiti, Patan. arc 
known (X) 

Conservative m details of iconography and 
particularly of ornaments and drapery (6), and 
at the same time richly reflective of new currents 
from more than one Indian school, the sculptures 
between the eighth and eleventh ccntiir> show 
a mingling of these currents within the overall 
Nepah form The indigenous tradition which in 
the fifth century created the figure of the “king” 
from Mngasthah. Pashupati (1), uses its mvn 
ferment and moves at its ow-n pace while C 3 rr)ing 
along Its native heritage, together with all that 
had been asstntilaCcd by absorbing contemporary 
Indian impressions (7) This process puts a distance 
bcmccn the sculptor and Ins work which owes 
more to his judgment or taste than to intuition 
Suavit) of form is his mam concern. 
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The depths of reahzation to which Indian 
sculpture gave form rested m India Nepal has 
no Elephanta or Aurangabad of its own, but the 
shape of the female figure as developed m Auran- 
gabad found Its waj to Nepal and vvas given 
there a new bod) unlike, ) et related to it Besides 
after the seventh centUT) northern India taking 
stock of past achievements, went on practising 
sculpture according to established and carefull) 
followed rules In the field of Buddhist art, the 
^lanjusnmulaLalpat a tcvt completed in the eighth 
century, speaks of Buddhism as declining and of 
the attempt being made to revive it through 
newlv fashioned images In Nepal this gropuig 
for new form and a new salvation is seen m the 
relief of the ‘ nativity’ of the Buddha from 
Dco-Patan (11) 

The tall figure of Ma)^ Devn (11) surpasses 
the image of Avalokitcshv ara of the Sigha Baha 
Katmandu b) the assurance of ns long swinging 
contours Her bod) carries the memories of the 
form of Gauri and of Yakshmis from Klathura 
She reaches mto the branches of the tree where 
a miracle of fruits and flowers is bom from her 
hands Their three-dimensional interlacement is 
the horizontal response on high to the crossing 
of legs and the garment $ folded front piece But 
tree and Mava Devi arc onl) the frame for the 
Buddha who is bom the Lord of the World 
Like a pillar and supported b) the lotus the 
sturd) bodv of the child stands in the egg shape 
of his effulgence while the cclcstul streams flow 
to bathe the babe and angels tilt their vessels 


brimming with lotuses, soft and moist m shape, 
in the eddy of the waters. 

Seen against the Avalokiteshvara image of the 
Sigha Baha, a work of convention, the relief of 
Maya Devi, a work of purest creative Nepali 
mvention, has mobilized Indian resources em- 
bedded in the tradition of the country. The face 
of Maya Devi and the form of the Buddha child 
seem related to types from Bihar of the eighth 
to nmth century. 

Under the Licchavis and their successors (ca. 
400-750 ad) the art of Nepal had felt the 
heartbeat of the Gupta tradition of Northern 
India, and took part m the culmination of crea- 
tivcness which swayed India from the Deccan to 
Bihar m the seventh century. Reverberations 
both these impacts contmued into the eighth an 
nmth century. 

At this time Hinduism no less than Buddhism 
produced newly fashioned images ni Nepa 
Vishnu had received the homage of the Nepah 
sculptor smee the age of Manadeva. m composi- 
tions which served as models for centuries. Now 
the turn for Shiva images had come, and wit 
It an array of representations of Uma-Mahes vara, 
the great Lord, together with Uma, his 
(IX). The elaboration of this image m Nepa^ 
follows one complex iconography m w c c 
temporary Deccan elements such as t ose 
Ellora are blended with central an nort 
Indian motifs preserved only m their ater 
sions.’ The center of these many-figure 
sitions IS Shiva enthroned with Uma on oun 


Kailasa Two dated versions of this composition, 
one m 1012 and the other of the late twelfth 
century, differ as much from each other as both 
differ from images assignable to circa the eighth- 
nmth centuries (IX) These images are stone steles. 
To this group must be added a metal image of 
Uma-Maheshvara in the Baroda Museum (9) 

The Eastern school of Indian art contributed 
nothing to this type of image, even when this 
school sent its illuminated manuscripts (cf. 78, 
79) and probably also its painters to Nepal from 
about the year 1000 Far from accepting even 
single motifs from that school, once accomplished 
the compositional type of Uma-MaHeshvara went 
through modifications which each sculptor 
brought about when he showed the god knoiving 
himself m his togetherness with the goddess To 
this knowledge Shiva gives exposition with his 
mam right hand, while he embraces the goddess, 
to his left, with his mam left hand. Sitting next 
to him, Uma rests her hand on hi$ leg. She leans 
on the god. The torsion of her body, the cadence 
of her curves, vary with her mood and posture, 
which IS one of ease, allowing the rhythms of 
hstening and understanding to sway her entire 
shape, from her coiffure to the tips of her toes 
(IX, 9) In the Uma-Maheshvara images of the 
eastcrnschool the goddess sitson the lapofthegod. 

In this greater mtimacy the freedom of response. 

Its pause, and the organization of the figures 
together with their interspaces arc absent. 

During the rule of the Pala d)ai3st>* (750 — 1 150) 
in Eastern India, bronze images were nude m 



large numbers in Nalanda and Kurkxhar m Bihar, 
and being easily portable (14) found their way 
to Nepal where their form at once became re-cast 
in the Ncpah tradition (12. 13) In the early 
eleventh centurj the monastery of Vikramashila 
m the heart of the Pala empire had replaced 
Nalanda as a center of Buddhism Among its 
brilhant teachers were three Nepahs It was from 
there that Pandit Atisha, the founder of Tibetan 
Lamaism proceeded m 1040 to Tibet, b> way 
of Nepal In spite of renewed contacts and though 
the Pala style was closely followed, its Nepah 
versions are unmistakable m their suave hnc and 
expression They extract from the ornate maturity 
of Sena sculptures a delicacy of feehng and an 
elegance not withm reach of the East Indian 
bronzes Although none of these Nepah bronzes 
IS dated, they parallel the phases of Pala sculpture 
(12, 13, 15) and excel those of the subsequent 
Sena d^Tiasty m Eastern India (16) The rich 
modehng of the Sena school is presented b) the 
Newan sculptor as sensitively as arc the ornaments 
Its plastiaty, however, has less tension than it 
had m the Sena school The images appear not 
so much as direct embodiments steeped in glory 
but rather as if listening to the voice wuthm 
which mvests them with their radiance 
The homeland of the Sena rulers was m the 
Deccan From the same region, the Kanarcse 
countrj came Nan)adcv3 who conquered not 
onlyTirhut (nonh Bihar) at the foot of the moun- 
Uins of Nepal but also Nepal itself m 1094 Stone 
images of the Sena school, w hich had assinulated 


the omateness of contemporar> Kanarcse sculp- 
ture, found their wa> into Nepal under Nanyadeva 
and his successors By the end of the twelfth 
centurj. furthermore, the Muslim conquest of 
Bengal brought to Nepal refugee artists from 
tastern India It was then that the Eastern Indian 
art tradition was given a most subtle rc-interprc- 
tation in Nepal (16) 

1 Thakuns and early Mallas (ca 750 to 

480) the influence of the school of Eastern India 
was on the ascendancy from the tenth century, 
and reached its height m the thirteenth century 
hen A-ni-ko brought the art of Nepal to Tibet 
and China, local Nepah traits also attained mam- 
nt> (18) Thereafter, dehcacies of sentiment were 
somewhat equivocal form 
( . . 26). into the fifteenth century B> the 

sixteenth century the Mallas (1480—1768) had 
set up t eir power m three longdoms It is in 
s St p ase of Newan crcativencss that the 
antrik way of know mg the ultimately Real was 
gi^n support by images offienzied grandeur (29) 
he stone sculptures after the tenth century do 
not keep pace m their quahty svith the bronzes 
hile metal images, both cast and repousse, 
m^ntam their quality into the sixteenth century, 
and m less fiequent instances into the nineteenth 
centurj, stone sculpture stagnates after absorbmg 
the Sena impact The creative artists of that 
phase were the workers m meui and wood 
No dated temple svith wood carvings is known 
before 1394 With the smaU Bhairava shrine at 
Panoti (dated 514 N S) begins, to our know- 



ledge, a prolific production which shows itself 
as strong in the eighteenth centur) as in the 
fourteenth The singular phases of the wood 
can,cr’s art (36, 62, 64, 72, 73) have not as yet 
been defined, nor have those of the carvers m 
rock crystal (63), ivory, and human bone (57), 
nor of w orkers in dry lacquer 

The Sena st) le remained the basis of the form 
of metal images m the thirteenth century although 
the modeling became more shallow and the 
contour more smoothlj melodious (18) In the 
fourteenth century, with an increasingly sum- 
mar) modeling (19 — ^22), the contour of the 
simplified volumes tightens with an arrested 
energy (23, 24) In the Ncwari response to the 
Sena style, the ornaments which formerly had 
enriched the effect of the sculptures became an 
essential and expressive part of the sculptural 
vision (16, 17) 

Toward the end of the fourteenth century a 
renewed interest in modeling makes the surface 
of some images appear as if kneaded (25) or, 
where the mtcntion is more descriptively sugges- 
tive, parts of the body, hke the abdomen or 
thighs are made to appear resihent to the touch 
(26) The fourteenth and fifteenth centuries seem 
to abound m new creations, m different ramifica- 
tions of an evolving style Bodhisattva figures 
assignable to the earlier part of the fifteenth cen- 
tury (30, 31) are over-elongated in their shmness 
As provocative as they are unearthly m their stance, 
they seem to sway while the figure, after having set 
foot m this world, halts Toward the sixteenth 
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century these shm, elongated figures swell with 
a new sap (38) 

Meanwhile, m the third quarter of the fifteenth 
century, a more earthbound type, related to an 
image of Vasudhara dated A D 1467, had become 
estabhshed® In these figures the fluency of the 
contour is mterrupted and the torso sits on broad 
hips (32, 33 37) Only rarely (34) is this type 
given the lyrical charm m which an image of 
Indra is steeped In the fiiUer proportions which 
the figure is given toward the end of the fifteenth 
century, the work of the sixteenth century mtro- 
duces Itself (38) These two centunes correspond, 
not only in time but also m their sequence of 
artistic content, to the Renaissance m Italy 

From the end of the sixteenth century the 
form becomes dilated charged \wth fierce or 
brooding emotion (55) — or desiccated by it (o8) 
Images of the seventeenth centuiy often have a 
dry correctness which ngorously preserves the 
sweet nobiht^ of New an tradion (56) 

With an unprecendented ebn Tantnk images 
arc given form (29, 85) from the mid-fifteenth 
to the eighteenth century The tmto mystica of 
the opposite prmciplcs m the sexual sjmbohsm 
of Tantnk Buddhism is showm by the embrace 
of male and female images The male image 
stands for the Buddha prmciple, which is com 
passionate throughout The female image is 
Prajna or gnosis the knowledge and symbol of 
the Absolute Shunya the Void It is \oid of all 
contingenacs of all human hmiutions and egoitj 
Dj penetrating Prajna the Buddha expresses and 


confirms his Buddhahood He is the means and 
Prajna is the end Together they are the Realiza- 
tion of the Absolute 

For the sake of mankmd, the Buddha principle 
in Tantrik Buddhism is made approachable to 
every man In art, this prmaple has two tjpes 
of shape, that of the Buddha image and that of 
the Yidam or tutelary divmity The Buddha image 
symhohzes the state of Buddhahood the Yidam 
Its operation within the human heart The many 
limbed images of the Yidams in their dancmg 
frenzy symbolize the moment of ecstasy, of bemg 
outside oneself, free from the self the ego, wnth 
Its manifold selfish mterests and attachments The 
many hands of the tutelary gods with their weap- 
ons and symbols cut and sever attachments They 
hberate It is a moment of rapture m which the 
Prajna participates and is being obtamed The 
ecstatic union of these images takes place m the 
mind of the Tantrik Buddhist 
The saJliauas or mjunenons for the contempla 
tion and makmg of images had been composed 
m India centuries carher In the fifteenth to 
eighteenth centuries in Nepal, these anaent 
symbols became quickened not with new meaning 
but with new life, and the ability arose to project 
into the sanctioned forms an emotional imme- 
diacy amounting to frenzy whether m the ex- 
perience of the tremendous or the horrendous 
The syTnboh of sexual union in Indian art were 
experienced on many levels and served different 
meanings In some of the Hindu sculptures of 
Konarak the carnal clement was strong whereas 



in Klujuraho jainincnt and javoir faire assingcd 
ihc form of these s^ nibolj 
In the eighteenth century tlie clan and power 
atitmating these images, although diminished do 
not subside (68) An image of Diirga, killing 
the biiflalo demon (67. 1768} is still sustained by 
them Where, how e\cr, the image-maker was cal- 
led upon to create representations of divinity in its 
serene aspect, he accomplished shovs pieces whose 
spcaacular beauty is distilled from more than a 
intilcnnium of the unbroken tradition of Newari 
art (65. 66) 

The metal iimges of “Lamaistic Buddhism” 
of the sc\entccnth and eighteenth centuries be- 
came familiar to the West in figures of average 
quality, produced m large quantities in Nepal, 
Tibet, and Mongolia In China, prcaosity was 
rationahacd (70), and sweetened (71) 

Paintings arc known from Nepal only from 
the eleventh century They followed the small 
tllustrationsof Buddhist scriptures on palm leaves 
and on their wooden book covers, which brought 
the Pala form of Eastern Indian painting to Nepal 
(74, 75 77, 80) The earliest dated set of Nepali 
book covers (74, A D 1028) harmonious in its 
juxtaposition of images, arcumsenbes them with 
lines whose flux has a studied perfection more 
meticulous and less immediate than those of 
Bengali workmanship The flamboyant intrica- 
cies of scrollwork on thrones and mandorlas add 
an agitation controlled by their near-geometrical 
outline When shown standing, the figures seem 
to float m their swaying stances, walking they 


glide and soar, forecasting the ambiguous stance 
of some latter day sculptures (30) Perennial 
traits of Nepali form arc transmitted across the 
centuries An illumination of the late sixteenth 
century may retain all the essentials of a com- 
position created more than half a millennium 
earlier, yet be alive ’ 

All Nepali paintings whether on palm leaf, 
paper, wood or cloth arc carried out in gouache 
The metal images arc cast in the lost wax process, 
or they arc repousse More often than not they 
arc gilded, if not, their faces may be painted with 
gold and the ongmal polychromy of face and 
hair can sometimes still be seen (31) Sculpture 
and painting remain as closely related as they 
were 111 India, although modeling by color, 
shading and line is not as a rule the concern of 
the Newan painter He is not always successful 
when he attempts it— as a book cover shows 
that IS painted with the vivacity of folk art (75) *“ 
Only under the direct impact of the late Pala 
and Sena schools (78) do the highly modeled 
shapes of Nepali painting (80) relate to a tradition 
which stems from forms such as those m Ajanta 
Modeling in color and shading where u was 
retained became residual and sporadic (77) 
although It persisted m certain horror-provoking 
images bke that of Lhamo (Shri Devi) m a pamt- 
ing on cloth of the fifteenth century (86), inten- 
sifying the horror of the figure by making it 
almost tangible 

The meticulous finesse of miniature painting, 
with or without modeling, was replaced at the 


end of the fourteenth centurj' by more schematic 
or else more sketchy, cursive outlines (81) “ This 
techmque was suited to a Urge demand for pamt- 
ings by' the ‘'Yellow Church” founded m Tibet 
by Tson-kha-pa (1357 — 1419) The work of 
A-m-ko and his eighty Nepah artists who had 
come to Tibet m 1260 was not forgotten by this 
time,*’ the Nor monastery in Southern Tibet, 
founded in 1429, invited many Nepali artists 
to paint Its chapels They and their pupils ako 
pamted on cloth hierarchs of the Sa Skya pa 
school, a large number of mandaUs (87) and also 
patas (83) Nepah artists ako worked m Western 
Tibet, m Guge 

MandaUs are visual supports of concentration 
and meditation, ntual aids on the way toward 
the Center of the cosmos and self Cosmos and self 
coinade in the image of the central and mam 
divmity of the mandaU This divinity resides, 
in principle, in an cight-petalcd lotus filling a 
arclc within a square, enclosed by further con- 
centric circles (87) The square is divided by 
diagonak into four triangles w hose colors — w hue, 
yellow, red, and blue — represent the four direc- 
tions Entry and exit into the magically fortified 
square arc marked in the middle of each side by 
a symbolic gate structure Sutions on the way 
arc marked by small images of subsidiary disuni- 
ties m their appointed pUccs, in the eight direc- 
tions of spec within the square As a rule, the 
rim of the surrounding arclc teems with scenes 
They illustrate the aght cemeteries”, the eight- 
fold usk of dying to the ego, to all worldly 


propensities of the self, in preparation for entering 
the atadel with its Center 
Outside the arcle of the cemeteries and its 
border, aflame with the fire of gnosis which 
destroy s ignorance, are pamted auxiliary divim- 
tics, perfect ones’ (stddha), and hierarchs of the 
church All these figures arc drawm m immature 
technique or m a spirited shorthand. Their colors 
are prescribed Like their phy siognoimcal types, 
movements and attributes, the colors serve as 
identifying cognizances The mdividual artist’s 
choice IS restricted to the tonality of the total effect 
of the mandaU, which he modifies by the den- 
sity and variety of the scroUw ork that covers the 
background areas wherever the mandaU is with- 
out figures 

MandaU pamtmg is an an applied to an mstru- 
ment (ya/itra) It must be correctly made to fuIfiU 
Its purpose, which is to serve as a chan or guide 
out of the chaos of the unconsaous and the 
entanglements of the world The execution of 
these instruments demands correctness and prea- 
sion from the pamter MandaU painting stnctK 
does not lend itself to the creative experience of 
the artist Where it docs, it approximates the 
form of a pata a painting of images Although 
this too, IS guided by prescription so that it 
conforms to the original conception and to its 
religious significance, it demands from the artist 
identification with his work He who wants to 
paint an image, if he cannot be it, cannot paint it ” 
Oscr and abo\e its prescribed iconography a 
pata ma\ be great art 




Mandalns painted in Nepal (88, 92) are less 
ngorously controlled in their organization than 
those painted m the Tibetan monasteries (87). 
The central square houses the mam divmity with 
the greater freedom of a pata and the scenes 
around the encompassmg circle of the cemetenes 
— which may or may not he dlustrated — are full 
of narrative m the earher pamtings, Icavmg httle 
room for the images of the margmal divmities 
In addition to that of evocation of and identi- 
fication svith the divmity, the art ofthe pata served 
a magical purpose B) merely lookmg at a pata 
the faithful might achieve whatever he desired, 
be It lUummation or health, wealth, and sons, a 
remission of his shortcomings, or an amehoration 
of his karma Certam ntes might he observed m 
preparmg the cloth — or they could be omitted. 
All that was needed 'vsas faith and concentration 
on the evocative mantra, the magic formula 
uttered in front of the competently painted image 
For this purpose the pamtings described in the 
Matijiisritmilalalpa showed not onl> the gods who 
were mvoked but also their settmg — the world 
ocean, mountains, clouds, a lotus lake — none of 
which figure m the pamtmgs on cloth m Nepah 
style found at Tun Huang m westernmost China, 
nor m those from Nepal and Tibet from about 
1400 A D The ground of these last is an opaque 
color surface, or may be vibrant with all-over 
patterns of closely traced scrollwork m a some- 
what hghtet tone of the color of the ground 
The pamtings, whether mandab or pata, arc 
on coarse cotton when from Nepal and on fine 


cotton cloth when pamted m Tibet, the ground 
bemg Sized wnth a mixture of chalk and glue, 
the colors, bemg hkctvise mixed wnth glue, become 
one with the ground The finished pamtmg is 
varmshed with the white of a duck’s egg mixed 
svith water 

As m sculpture, so also m pamtmg, the penod 
from the Uter part of the fourteenth to the bte 
sixteenth cenmr) provided (particubrly in its 
earher part) works of an mtimatc nobiht^ and 
contained power (84) The sixteenth century 
presented the sacred themes with assurance 
although, toward the end, with a heavier hand 
and an admixture of folk art elements (89, 1570) 

The brge figure of the mam deity m its aureole 
(prabhama/tJala) occupies the center of thepamung 
Pamculary m the earlier pamtmgs (82, dated 
1436, 84) It would seem that some work of 
sculpture, complete w ith its back-stele for aureole 
(VI, Vn) must have ruled over the vision of the 
pamter He transbted it mco a picture, giving 
the ground not only color but also, as a rule, a 
cover of scrollw ork as dense as moss Deep Indian 
reds equally deep and mellow blues and greens, 
enhvened b) golden yellow and white, arc the 
choice m Nepal (88) whereas the palette of the 
Nepah school m Tibet is bnghtcr, less restneted 
and at the same time colder (83) Furthermore, 
Chmese moufr of textile ongm add their lightness 
to some of the pamtmgs of the Nepali school in 
Tibet. 

The composition of the patas is symmetrically 
ordered following the structure of the throne of 



chc central mupc (b2, 83). HorJcr zones accoiii- 
moJaic further njut*cs, groups or scenes, each 
in a compartment of us o\\ n {R 1) It is as if these 
sniall scale illuminations might have been taken 
from the pages of a volume containing all the 
images and scenes which formed the repertory 
of this art — and been placed in the sequence 
required b) each pata In addition, there is an 
arraj of portraits of the donor and his family m 
one or more compartments at the bottom of the 
pata, showing ro)alt} or atizcns in the costume 
becoming to their status and follow ing the fashion 
of the da> (82, 84. 88) 

In some patas the vision of deity is overwhelm- 
ing It pushes aside the multiplicity of small 
scenes (85. 86) In the heat of the apparition of 
Mahalcala (86) they coalesce m a turmoil of shapes 
And ^ct, even this visual precipitation of dcstruc- 
live-crcativc energj is ordered, following freely 
the rigorous scheme of the mandala, its eight 
cemeteries being massed in the four directions 
Whereas the painter of this pata is unknown the 
name of the master (mahapatra) of the other pata 
(85) IS given m its inscription together with that 
of the donor. King Ratnamalla, m the year 1467 
The Malla kings were great patrons of art They 
gave Nepal us palaces and temples Without them 
Nepal would not be what it is Their towers arc 
as much a part of Nepal as arc the snow-clad 
mountains The name of King Ratnamalla is 
also given on a pata of Vajradhara, of the year 
1488 » Ratnamalla, himself a Hindu m his en- 
deavor not only to further the already extant 


assimihtion of Buddhism and Huiduism but to 
merge the one m the other, recognized m the 
Adi-Buddha a form of Devi, the Hindu Great 
Goddess Similarly, he assoaated his name with 
the installation of Buddhist gods 
It was m his long reign of over seventy years 
that the first Muslims came to Nepal While 
their arrival might have contributed to the reh- 
gious policy of the King, it had no pohtical 
consequence Its effect is barely noticeable m the 
illustrations of a paper manuscript of the 
paJisha of the year 1594 (90, A-C) This book of 
“profitable mstruction”, a compilation from the 
Paiicatantm, imparts us worldly wisdom by means 
of fables These spread over the world were 
translated into sixty languages, and are here 
illustrated with sophisticated vigor and Nepali 
charm 

A certain recrudescence of folk an m a pata of 
the later part of the sixteenth century (89 1570) 
does not indicate a decime in the art of the pata 
Deeply rooted m tradition paintings full of zest 
and delicacy (95) were created in the seventeenth- 
eighteenth centuries (98) 

By that time, Rajastham as well as Chmese- 
Tibetan elements had been integrated into Nepali 
pamtmg, as revealed in a long scroll (96 1635) 

The seventeenth-eighteenth centuries recaptured 
the splendors of the fifteenth century and lent 
them a resilient and elegant Ime (98) In Tibet, 
m the seventeenth century the Tibetan mode of 
painting was consolidated as a style of US own 
Whereas Nepali masters were the teachers of 
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Mandalas painted in Nepal {88, 92) arc less 
ngorously controlled in their organization than 
those painted in the Tibetan monasteries (87) 
The central square houses the main disurnty ss ith 
the greater freedom of a pata and the scenes 
around the encompassmg circle of the cemeteries 
— ^vshich may or ma) not be illustrated — arc full 
of narrative m the earher pamtmgs, leaving httle 
room for the images of the marginal disnnities 
In addition to that of evocation of and identi- 
fication ssath the divimt^ , the art of the pata served 
a magical purpose B) merely looking at a pata 
the faithful ought achieve whatever he desired, 
be It lUuimnation or health wealth, and sons, a 
remission of his shortconimgs, or an ameltoranon 
of his karma Certam ntes might be obsened m 
preparmg the cloth — or they could be omitted. 
All that was needed was faith and concentration 
on the evocatise matitrj, the magic formula 
uttered m front of the competently pamted image 
For this purpose the paintings described m the 
Matijtisnntiihkalpd showed not only the gods who 
were mvoked but also their setting— the world 
ocean mountains clouds, a lotus lake^ — none of 
which figure m the paintings on cloth m Nepah 
style found at Tun Huang in westernmost China, 
nor m those fi'om Nepal and Tibet firom about 
1400 A. D The ground of these last is an opaque 
color surfece or may be vibrant wnth all-os er 
patterns of closely traced scrollwork m a some- 
what hghter tone of the color of the ground 
The paintmgs, whether mandala or pata are 
on coarse conon when from Nepal and on fine 


cotton cloth when pamted m Tibet, the ground 
bemg sized with a mixture of chalk and glue, 
the colors, bemg hkessnse mixed w ith glue, become 
one wath the ground. The finished paintmg is 
varnished wnth the w hitc of a duck’s egg mixed 
with w ater 

As m sculpture, so also m painting, the period 
fi-om the later pan of the fourteenth to the late 
sixteenth rcnrury provided (particularly m its 
earher part) works of an mtimate nohthts and 
contamed power (84) The sixteenth century 
presented the sacred themes with assurance 
although, tosvard the end, with a heavier hand 
and an admixture of folk art elements (89, fo70) 
The large figure of the mam deity m its aureole 
{prabhamatiilala) occupies the center ofthepamtmg 
Particulary m the earher pamtmgs (82, dated 
1436, 84) It would seem that some work of 
sculpture, complete wnth its back-steic for aureole 
(VI, VII) must have ruled over the vision of the 
pamter He translated it mto a picture, givmg 
the ground not only color but also, as a rule, a 
cos er of scrollw ork as dense as moss Deep Indian 
reds equally deep and mellow blues and greens 
enlivened by golden ycUosv and white, arc the 
choice m Nepal (88) whereas the palette of the 
Nepah school m Tibet is brighter, less restneted 
and at the same time colder (83) Furthermore, 
Chinese raotifi of textde ongm add their hghmess 
to some of the pamtmgs of the Nepah school in 
Tibet 

The composiDon of the patas is symmetncallj 
ordered foUowang the structure of the throne of 



ihc centra! image (H2, 83) Border zones accom- 
modate furllicr tmages. groups or scenes, each 
m a compartment of its own (84) It is as if these 
small scale jllurninations might ha\c been taken 
from the pages of a solume containing all the 
images and scenes which formed the repertory 
of this art — and been placed m the sequence 
required b) each pata In addition there is an 
arra) of portraits of the donor and his fannl) in 
one or more compartments at the bottom of the 
pata. showing roph) or attznts in the costume 
becoming to their status and follow mg the fashion 
of tlie da) (82, 84. 88) 

In some patas tlicsniion of dcitj is o\cr\v helm- 
ing It pushes aside the multiplicity of small 
scenes (85, 86) In the heat of the apparition of 
Mahakala (86) the) coalcsccin a turmoil of shapes 
And )et, esen this \istul precipitation of destrue- 
ns c-crcativc cnerg) ts ordered, following frcsl) 
the rigorous scheme of the mandala, us eight 
ccmctcncs being massed m the four directions 
Whereas the painter of this pata is unknown the 
name of the master (mahapatra) of the other pata 
(85) IS gisen m its inscription together with that 
of the donor. King Ratnanialla m tht ytar 1467 
The Malla kings were great patrons of art They 
gave Nepal its palaces and temples Without them 
Nepal would not be svhat it is Their towers arc 
as much a part of Nepal as arc the snow-clad 
mountains The tumc of King Ratnamalla is 
also given on a pata of Vajradhara of the year 
1488 “ Ratnamalla himself a Hindu in his en- 
deavor not only to further the already extant 


aismulation of Buddhism and Hinduism but to 
merge the one tn the other, recognized m the 
Adi-Buddha a form of Dcm, the Hindu Great 
Goddess Similarl), he associated his name with 
the installation of Buddhist gods 
It was in his Jong reign of over sevent) jears 
that the first Muslims came to Nepal While 
their arrival might have contributed to the reli- 
gious policy of the King, it had no political 
consequence Its effect is barcl> noticeable m the 
lUusiratiom of a paper manuscript of the Htto-. 
pMa of the >car 1594 (90. A-C) This book of 
“profitable msttuction", a compilation from the 
PatiCiiivura imparts its worldl) wisdom by means 
of fables These spread over the world, were 
translated into sixty languages and arc here 
illustrated with sophisticated vigor and Nepali 
charm 

A certain recrudescence of folk art m a pata of 
the later part of the sixteenth century (89 157o) 
does not indicate a dcclmc in the art of the pata 
Deeply rooted in tradition pamttngs full of zest 
and delicacy (95) were created in the seventeenth- 
eighteenth centuries (98) 

By that time Rajasthani as well as Chinese- 
Tibctan elements had been integrated into Nepali 
paintmg as revealed in a long scroll (96 1635) 

The seventeenth-eighteenth centuries recaptured 
the splendors of the fifteenth century and lent 
them a resilient and elegant line (98) In Tibet 
m the seventeenth century the Tibetan mode of 
painting was consolidated as a style of its own 
Whereas Nepah masters were the teachers of 



Tibetan anists in the fourteenth and fifteenth 
centuries, the Tibetan 5t)le had found its ^\ay to 
Nepal by the middle of the seventeenth century, 
as mo paintings dated 1662 in the Indian Museum, 
Calcutta, go to prose The Nepali st}lc of the 
pata however remained vital into the mid eight- 
eenth century (102, 1755) Its images arc set 
against a flat, opaque ground, c\en though leafy 
tendrils appearing on it arc arranged m a nesv 
pcrspcctisc The Nepali pata of the traditional 
type remains a painted iconostasis On the other 
hand, a Tibetan tanka (KM) of that phase suspends 
Its images as part of an invisible curtain across 
a landscape fantasy of Chmesc origm The Nepah 
pata of the traditional t^^ic resisted the intrusion 
of “nature” and the illusion of three dimensional 
space Even m the nineteenth century it retained 
Its power over the man) heterogeneous elements 
which had come to crowd the surface of a pau 
of 1862 (in the Bharat KaLi Bhavan, Banaras) 
This spatial illusion, how ever did enter Nepali 
pamtmg It came from India together with the 
Rajastham st>Ie of the seventeenth century 
Rajasthani pamtmg had absorbed, through an 
assimilation of Muslim pamtmg and particular!) 
of Mogul paintmg, some of the perspectives of 
Persian as also of Western Renaissance pamtmg 
The impact of Rajastham pamtmg proved irresist- 
ible, particularly to the Nepah pamters of the long 
narrative scrolls 

These narrative scrolls arc among the most an- 
cient modes of pictorial composition m India 
Transferred to the walls the) had formed long 


fricrcs in the cave temples of Ajanta at the begin- 
ning of the Chnstian era, translated into relief 
the) adorned the crossbars of the gates at Sanchi 
III the earl) seventeenth centur), as the scroll 
dated 1635 shows (96), the composition represen- 
ting twelve hoi) plarcs of pilgrimage in Nepal 
consisted of oblong compartments of contrasting, 
opaque, colors m free, rh)'thnucal sequence, with 
an occasional horizon line in some of them This 
si-vtccnth to seventeenth century Rajastham mode 
was superseded, onl) the format was retained m 
the livcK narrative of the scrolls in the Rajasthani- 
Ncpali st)le painted after the carl) eighteenth 
centur) (99, 101, 103) A long narrative scroll 
m the British Museum dated 1705, illustrating the 
story of Lord Buddha, show's not only Western 
perspective, such as seventeenth century Indian 
Rajastham pamtmg had brought to Nepal, but 
also Indian and Muslim figures and their costumes 
This new style also appears m W'aU pamtmgs m 
the pabce at Bhatgaon It invades some of the 
patas which, at this time, also mcorporated the 
landscape of the Tibetan tankas, while other patas 
contmued to be pamted m the traditional Nepah 
style The new style, its Rajastham elements 
supplemented at times by Chmoisenes trans- 
mitted through Tibetan pamtuig, also enters 
early eighteenth century Buddhist book illustra- 
tions (100 B) There the high horizons are over- 
bpped by the mountains of Nepal 
More than a hundred years later, m the rmddlc 
of the mneteench century, all these elements 
arc combmed m zestful spontaneity m some large 



scale album leaves (105, 106). Deeds of valor 
from anaent Indian tales are xe-enacted m a land- 
scape of mountain crags as only a Nepab artist 
of the mnetcemh century could pamt them 
To this day Nepal has a Uving myth It is enacted 
throughout the year m the succession of seasonal 
rites and festivals. No hvmg art supports them 
any longer. It has rvithdravvn and may be hiding 
m the golden casket guarded by the Fire Serpent, 
if the lake which was aBame has not become a 
fallow field. 


NOTES 


I Daniel Wnght,iIiir<jr>’o/M"p<i/(Cambndgc.l877), 
p 118, S Levi, Le Ntpal (Pans, 1905), Vol I, p 
Vol II. p 96, T) L Regmi, A/iaetit Nepal (Calcutta, 
1960), p 78 The Shaka, and not the “LicchaVl" 
era, however dctermuics the date of Manadeva, scc 

D G Sitl,2T, Select Inscriptions bean?jgonInJtai>HisraTYa»J 
Civilization (Calcutta, 1942), p 366, note 1. 

The chronology of the rule of Vnstiadcva is not the 
same m the local chronicles The decisive event, more* 
over, according to the chronicle used by S Lcvi, todk 
place when Vnshadeva Mas miraculously rcsurfcacd 
Miracle and legend are mtensoten tnth history 
Vnshadeva’s reign seems to coincide with tliat of th<^ 
Indian emperor Samudragupta 

2 This does not preclude their existence The Bud* 
dhist images, however, which haic been assigned tn 
the fifth and SLxth centuries because of their sc>lc, belong 
to the eighth century (sec “Arte del Nepal” by H Gocti. 
Le Civtifa JiWOnente (Ronia, 1962), and “Eirly Indiari 
Sculpture from Nepal,” Arttbiis Asiae, XV (1955), p 67f 

3 Coins of Kadphjscs I and II, cf E H Walsh. 
/eiiTTiaf of flit Rvyal Rsi itir Swiety, 1908, p 681 , V Smith 
Catalogue of Indian Coins (Oxford), p 179 

4 Tlie photograph taken many years ago h> a 
Nepali photographer, docs not show the entire sculp- 
ture. which is at present inaccessible 

5 Dying ^mg NarenAraieva bequeathed bis crown 
with a copy of the Pra}itap,iromitj (scripture) to his rwo 
daughters (Lesi, op tit, Vol 1?, p 164) Dus was m 
7b0 s n The style of the stele would agree with 
thu date and it is possible that the two rssyal ladies 
represent the slaughien of King Narendradeva 

6 In an article to be published in Ariihnt Asue sui 
“A Pre-Pala Sculpture and Its Sipmficancc for the Inter- 
nanonal Bodhisama Style m Ana," |ohn D LiPlanfc 



discusses this image at length. His conclusions about the 
date of the image — the seventh cciinir> — agree with those 
am\edatb> the writer Mr LaPlante, howeser, would 
assign the image— identified b> him as Ghantapam — to 
Northern India rather than Nepal The object held 
m the nght hand is not a bell (ghanta) The somc- 
svhat later image of Bodhisatna Vajrapam of the 
Ltahat t Caitya, Nag Baha, Patan, holds m Ins tight 
hand another kmd of rounded shape The nght hand of 
both dicsc images seems to hold a frint. According to 
the MattjusrimuhikaJpa (M Lalou, hcrtfgrijphie des Eteffes 
Petntes dms U Manjiisnmalulialpj [Pans, 1930] p 14) 
Bodhisattvas hold a fimt (phaH) m their hands This 
vague specificanon apphes to the two images. In other 
sculptures the tight hand of Vajrapam is cmpt> 

7 Stella Kramnsch, The HinJu Temple (Calcutta, 
1946) VoL n, PL LV, the fl>mg figure This ilJustianon 
shows a rudimcntarv form of the flying figure It is 
represented m full shape m many other Nepah Uma- 
Maheshvara images of the same penod as the one 
illustrated here 

8 Betw cen a stone image of Mahagaun in Dco-Patan 
of the year 120a, and a metal image of Vasudhara of 
the year 1467 (the latter reproduced m Onenul Art, 
19a9 p 91 fig 2) a few dated images arc said to emst. 
but could not be traced, 

9 One only has to compare the scene of Buddha’s 
naavrry and his taking possesnon of the world, shown 
on these book cosers and m a manusenpt of Prajna- 
pjTJwiu dated A D 15T). in the Asutosh Museum of 
Indian An, Umsctsity of Calcutta. The more cursise 
and less careful drawing of the page in the Asutosh 
Museum » a sign of in later date Morcoi cr the crow ded 
group of Maya Den and her sister m the Asutosh 
Museum page lacks the sophisnianon of composition 
on the book cos CT 


10 C£ also the carhest extant Nepah palm leaf iiianu~ 
senpt, dated s. D 1015 (Cambridge, Ms Add. 1613). 
A. Foucher, Ettfde sttr F Iconc>graphie BouJdhtqiie de Tlnde 
(Pans, 1900), Pis I 3. 4. II 4, VI 3, etc 

11 Manuscripts of this type arc m the Bir Library, 
Katmandu, a Jjyaksfuirasamhita and a l^iyahmlatihka, 
both dated 139n, the latter reproduced, Kramnsch. 
“Ncjialcse Painting,” Joitntal of the htdurn Soaety of 
Onental Art, 1 (Calcutta, 1933), p 147 

IZ A pata (G Tuco, Tlietwi Pjtnted SeroIU [Rome, 
1949], Pi B, and Benjamm Rosvland,Jr TheEtoIuUon 
of theBiiddkr Image, The Asia Soaety [New York, 1963], 
PL 26} has been assigned to the fourteenth century 
Another jata of the same senes is in the Bharat Kala 
Bhavan Banaras Hindu Umversity A third painnng 
of this sty le IS m a pnsate collection. New York. Two 
scry large patas one in a pnsratc collection. New York, 
the other in Loudon, could also be assigned to this 

13 “Dante sums up the whole nutter fitjm the 
medieval pomt of snew when he says ‘He who would 
pamt a figure, if he cannot be it, cannot paint it.’ 
(Consrsno, Canzone ID. 53—54) or as he otherwise ex- 
pressed it No painter can portray any figure if he have 
not first of all made himself such as the figure ought 
to be’ (lb rV, 10, 106 p 309 of the Oxford Text) ** 
Ananda K. Coomaraswamy , “The Intellectual Operation 
in Indian Art,” } mmat of the Indtan Soaety of Oriental 
An June 1935 p 9 

14 The composition of this painting is similar to 
though more sensimc than that of Lokeshsara, dated 
Io70 (91) Cf Odette Monod-Bruhl Unc Pcinmrc 
Nepalaise du Musec Guimet ” ■irts Lfun^wr VI (1939) 
color plate facing p Z/l 

13 Archaeol 'gb.al Sunry of India Annual Report 
1923—24 p 103 



65. white Tara. Eighteenth centur}’. II; 22*/2'. 



disaissCT this image at length His conclusions about the 
datcofthc image — the ses enth ccntur> — agree Mth those 
amsedatb) the waiter Mr LaPjantc, howcscr. would 
assign the image— identified b> him as Ghantapani— to 
Northern Indu rather than Nepal The object held 
in the nght hand is not a bell (sfwnfj) The some- 
what later image of Bodlusattsa Vajrapani of the 
JLicr/jJii Carfyj, Nag Baha, Patan. holds m his nght 
hand another kind of rounded shape The nght hand of 
both these images seems to hold a fruit According to 
the ManjusTimuhlalpii (M Lalou, ejrjp/ue dei Eliiffes 
Pitntcs Jjns U Mjn}ummuhl.j\pj iPans, 19301 P 
Bodhtsamas hold a fruit (p/ia/i) in tJieir hands This 
\aguc specification applies to the two images In other 
sculptures the nght hand of Vajrapam is empty 

7 Stella Kramiiseh, 77ie Hindu Tanple (Calcuru, 
1946), Vol II, Pi LV, the fl>-mg figure This illustraoon 
shows a rudimeniar) form of the flying figure It is 
represented m full shape in many other Nepali Uma- 
Maheshvara images of the same penod as the one 
illustrated here 

8 Between a stone image of Mahagaun in Dco-Pa tan 
of the year 1205, and a metal image of Vasudhara of 
the year 1467 (the latter reproduced in Onentjd Art, 
1939, p 91, Fig 2), a few dated miages arc said to cost, 
but could not be traced. 

9 One only has to compare the scene of Buddha’s 
nativity and his taking possession of the world shown 
on these book covers and in a manuscript of Prapia- 
paramtta dated A D 1370, m the Asutosh Museum of 
Indian An Umvcrsity of Calcutta. The more cursive 
and less careful drawmg of the page m the Asutosh 
Museum IS a sign of its later date Moreover the crowded 
group of Maya Devi and her sister m the Asutosh 
Museum page lacks the sophisncauon of composioon 
on the book cover 


10 Cf also the earliest exunt Nepali palm leaf nunii- 
senpt, dated A D 1015 (Cambndge. Ms. Add. 1613). 
A Foucher, Etudi. jut riccne^rapfuf Ik>uJJ}npif dc flnde 
(Pans, 1900). Ph I 3. 4, II 4. VI 3. etc 

M Manusenpti of this type arc m the Bir Library, 
Katmandu, a and a Acryj/iniJtj/i/aLu, 

both dated 1395, the latter reproduced, Kramnsch. 

Nepalese Painting,” Jntwjl cf the Jndhin Scciety cf 
Onniul Art, I (Calcutu, 1933), p 147 

12. A pata (G Tucci, Tiheun Painted Srrotls (Rome, 
1949], PL B, and Benjamin Rowland, Jr , TteEicUitian 
cf iheBtidJha /mucr. The Asu Society [New York, 19631, 
PI 26) has been assigned to die founcenth century 
Another pata of the same senes is m the Bharat Kala 
Bhavan, Banaras Hindu University A third paintmg 
of this style IS m a pm ate collection. New York Two 
very large patas, one m a pnvatc collection. New York, 
the other m London, could also be assigned to this 
phase 

13 Dante sums up the whole matter from the 
medieval point of vnew when he says ’He who would 
paint a figure, if he cannot be it, cannot pamt it’ 
(ConvTvio, Canzone III, 53—54) or as he otherwise ex- 
pressed It No painter can portray any 6gure, if he have 
not first of all made himself such as the figure ought 
to be (lb rV, 10, 106, p 309 of the Oxford Text) ” 
AnandaK Coomaraswamy ,"TheInfclIectualOpcratioii 
m Indian Art,” Jcitnial cf the Indian Society cf Oriental 
Art, June 1933 p 9 

14 The oomposmon of this painnng is sunilar to 
though more sensmv c than that of Lokeshvara, dated 
1370 (91) C£ Odette Monod-BruhL ‘Une Peinturc 
Nepalaise du Musce Guimet ” Arts Asiatnjues, VI (1959), 
color plate facmg p 297 

15 Arthaeolagica] Surcey cf India, Annual Report, 
1923—24 p 103 
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9 Uma Mateshvara Eighth nmth century H 4 if^ 


7 Nunbate figure and attendant Late eighth century H 5 /j' 


11 Nativity of the Baddlia Ninth century H 33 








14 Vishnu m Lotus-mandala. 

fastern Indian School. Early twelfth century. H : 5", 


10 Vishnu 


Ninth century (’). H 9“/i6* 


18. InJn. Tliirlcrntli crntur> . 11: 10' 
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19 AYaloklteshvara Fourteenth century ( ^) H 24 V/ 




26 . Tara. End fourteenth century. H : 36*. 
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28 Nagas Ca seventeenth century H ca Z^W 
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60. Arapacana Alanjojri Mongolia (’) 
Seventcentli ccntmy. H* 5'. 
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90 A-C. Hitopadesta, Dated 1594. Three 


pages; each 2 Vg' 
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PAINTINGS AND MANUSCRIPTS 



80 Shivadharma Painted book cover Thirteenth century 3Vs* 21 Vi6* 
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74 A book cover of an Asbtasahasrika Prajnaparanuta (Book of the ■ 

2 '/ 2 ' X 171 / 4 ' (detail) of Wisdom) Dated 1028 
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82. Atnoghapasha Avalokiteshvara. 
Pata. Dated 1436, 22^2* ^17 'll'- 


85. Traylokyavijaya (5) Pata. Dated 1467, 42%“yi27'h' 








R3 A«li Buddha V*jradh»r» Pata NepaU School of Nor Mooaitcry, S Tibet flrit half Cftfcmh century 
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89 Lokcshvara (Sukhavati ’ ) and Tara Pata Dated 1570 22V4’'<J8'. 





91. Siddhas, Hierarchs, etc. Pata, Sixteenth century. 19V4‘. 
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lOOb Leaf from an Asbtasahasnka Prajca para mi ta (detail) 




100a Book cover from an Ashtasakasnka Prajnaparamita Early eighteenth century 4'/ 18' 
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105, 106 Illustratiom from a Bhagavata Parana MiddJc of mneteentli century 14 /*' x 20 ji 



8S. Vajudliara MasdaU. Ca. 1504. 37V2'x26' (detaiJ). 




CATALOGUE 


The dates given the worhs of art are meant 
to suggest a relative chronology. Very few of 
the works arc mscribed with dates, and, in many 
instances, lack of comparable objects precludes 
any hut a tentative datmg. All works, unless 
otherwise designated, are of Nepali origin. 
Although Nepah metal sculptures are ordinarily 


referred to as “bronzes” they are actually largely 
composed of copper Some cataloguers quite 
reasonably designate them as copper images In 
Nepal and India, however, these metal figures 
are known as made of Ashta-^hatu (eight “ele- 
ments” or metals) The eight metals include gold 
and silver. 



1. Scatac of a King (?), Early £fcb cenfury. Dark limestone. H : 16 V 2 *• 
Gorakshanadi Alonastery, Alrigasthali, Paslrapati, Nepal. 

The disaplined power of this figure, one of the earhest sculptures fitim 
Nepal as yet kaiossTi, has bcii gisen a consistently Nepah form. 
Although nimbatc, the figure is without attributes or gestures that would 
identif) it as a divmit>. 

2. Devi (Gaori or Tara). Seventh century. Dark limestone. H: 28'. 
Gift of His hlajesty King Mahendra Bir Bikram Shah Deva to 
Stella Kramrisch. 

The sniooth, rounded volumes of the body arc set off bj the mass of 
pleated drapery and by the scrollwork which is merged wutb it 00 and 
Clinches the different Icscb of this stele fiom Deo-Patan, Nepal ^ght 
arm and head are missing 

3. Tara (or Gauri). Seventh centmy^ Bronze. H r 8 
Lent anonymously. 

The high percentage of gold m this bronze has prevented patinanon and 
glv cs a subdued golden glow to the surface, inlaid with gold and silver 

4. Devi. Seventh century- Copper. H: 6l/g'. 

George P- Bickford Collection, Cleveland, Ohio. 

The goddess has raised her left hand before her breast m Itataha hasta^ the 
pendant nght hand holds a font {’) with the gesture of giving a boon. 

5. Vajrapani. Seventh century. Gilt copper. H: lOVa'. 

Stanford University Mnsenm, Stanford, California. Gift of Airs. 

E. H- Heller. 

The Bodbisattva “Thunderbolt m Hand” {Vajra-pam) bolds this symbol 
ui iui Jeff hand and seems to have a ffinr in his raised nghr hand. Standing 
on a double lotus pedestal, his sturd> figure gives the assurance that he 
discharges the Bodhisattva vow of renouncing his own salvanon, while 
on the verge of attaining «, m order to work for the hbenuon of all 
living beings Published John D LaPlanie, “A Pre^Pala Sculpture and 
its Significance for the International Bodhisattva Style in Asm,” Aftihus 
■Istae, 1964 (m the press) 

6. Bnddha Maitreya. Seventh-eighth century. Copper. H; 

The Cleveland Museum of Art, Cleveland, Ohio. Gift of Mr. and 
Ain. Ralph King. 

Seated in patyenhasana, with knees apart and feet firmly placed on the 
ground, the ]^nire Buddha holds his hands m an eloquent gesture Hts 



robe, massed m folds on cither side of the figure— similar to those of the 
Buddha images of the Lirr/utvi C?i«i(yt»,DhvakaBaha, Katmandu— provides 
a transmon bctw een the figure and the broad seat The lotus scroll decora- 
tion of the footstool is of a type similar to that of (VI) and (2) Traces of 
gold leaf remain 

7. Nimbate figure and attendant. Late eighth century. Copper. 
H; 51/2'- 

Collection of Nash and Alice Heeramaneck, New York City- 

Wearing only fesv and simple ornaments and no sacred thread, the bare 
body emetured by a waistband, the short, striped lomcloth held hy a belt, 
the upper garment folded around the hips and knotted on the nght, this 
tall, noble figure is crowned by a high, plain mitre having a raised circle 
m the center A simple, pointed, oval halo enhances its importance In 
hiS lower nght hand he holds, with liattisasya miiJfa, evprcssmg benediction, 
a small round object, possibly a fruit The nght hand rests on the head of 
an attendant whose sturdy, sinallshape accentuates the height oftliemmbate 
figure The arms of the attendant are crossed m front of the chest conveying 
disciplined submissiveness (I’lnnyrf hasta) The stance of the mam figure 
IS a modification of the pose of a “world-nilef” (cahai artin), standmg 
straight, with legs apart, one arm akimbo 

8. Garuda. S even th-nJuth century- Bronze. H; 4V4' 

Collection of Nasli and Alice Heeramaneck, New York City. 
Garuda, the sun-bird, kneels holdmg a serpent, with folded hands, on a 
square, double pedestal impressed witli the rcctilmear design of rocks 
Tlus rock pedestal, rather than the lotus pedestal, belongs to the figure of 
Garuda m early Nepali Sculpture His stylized wing-capc and the array 
of his locks enhance the forward tilt of his sturdy body, as if he had just 
alighted Serpents are wreathed around his neck and arms Except for 
the wings, the shape of the diademmed sun-bud js altogether human 

9. Uma-Maheshvara. Eigbth-mnth century. Bronze H 43/4'. 
Baroda Museum and Picture Gallery, Baroda, India. 

While the image conforms with the style of stone carvmgs assignable 
to the eighdi-ninth century, it differs from bronze images of later periods 
mthc safe fullness of the modeled face, contrasting with the sharp delinea- 
tion and pomtedness of the features and their Imear exaggerations The 
modehng stdl owes something to Gupta tradition. However it is not 
derived fiom the Vishnu from Nalanda, the earliest dated metal image of 
the Pala school (fourth decade of the ninth century), svith which it is 
nearly coeval (Cf R D Ba.rm}i,BistcrnIiiiiiaitSchoi>Uf Mediaeval Sctilpftire, 
Delhi, 1933. PI Ib ) Published P H Pott, ‘ The Tibetan and Nepalese 
Collections of the Baroda Museum,” Bulletin of the Baroda Museum and 
Picture Callery, DC, 1953, p 1 — 7 



10. Vishnu. Ninth century (?). Gilt copper. H: 9H/i6** 

The Brooklyn Alnseum, Brooklyn, New York. 

This gilded image is even more closely related to the images of Vishnu 
on a Liccliavi Cbaitya in the Talcju Temple, Katmandu, than to the stele 
m Changu Nara^an (VI) Two bosses in the mam nght hand replace 
the lotus of Vishnu The club has been damaged and is now bent Published 
George J Lee, “Two Nepalese Sculptures,” Brooklyn Museum Bulletin 
DC. 1958, p 67. Fig 2 

11. Nativity of the Bnddha. Ninth century. Black limestone Hi 33*. 
Sundhm^ Fountain, Deo-Patan, Nepal. 

The birth of the Buddha from the nght side of his mother, Maya, is shown 
in this rchef by the traditional pose of Maja Devi under the Ashoka tree 
Three separate elements, the woman-and-tree motif, the clouds and fl>ing 
Devaputras, and thirdly the Buddha child with lotus pedestal and aureole, 
here coalesce 

12- Bodhisattva Padmapani. Ninth-tenth century. Gilt copper H: 7*. 
Mrs. Bdgar J. Stone, Toronto, Ontario, Canada. 

The awkward stance and the overlarge hand with the boon-giving gesture 
impart an impetuous immediacy to the figunne which is also expressed 
by the lotus flower, its petals opening as it were before our e> cs The free, 
of Indian type, is equivocal and alluring m its expression. The stance is 
a variant of that of the Padmapani, Boston Museum of Emc Arts, sec 
A K CoomiT3SWiiny,HtstoryofInJianttnJlnJonesianAn,19Z7,Nc'wYoTk, 
Pi XCV, Rg 176 

13. Tara Early tenth century. Copper H : 5 '. 

Collection of Nasli and Alice Heeramaneck, New York Cit>- 

Similar m the ambivalent expression of the face to the Padmapam (12), 
this well balanced figunne parallels the st>le of Pala sculptures of Eastern 
India of the caily tenth century 

14. Vishnu m Lotus-mandala Eastern Indian School. Early twelfth 
century Bronze. H 5*. 

The Ashmolean Museum, Oxford, England 

Vuhnu, endironcd on the seed pod of a lotus is surrounded by eight (?) of 
ha mcamanons (asatars) or descents” to the earth They mcludc the 
Man-hon the Boar and Rama from the sundard ten incamatiom and 
also others like Dattatre> a w hich are innumerable Each of diesc diminu- 
tive images IS seated on a lotus pcdcsul, inside a petal of the lotus-mandala 
The petals are hinged to the base around the seed pod and are movable 
when the petals arc closed, the diviniaes are concealed The low, arcular 
stand of this trundala of manifestation and withdrawal has lotus pculi on 



Its mam moldmg Nepali nambers appear on base and petals Similar, 
more ornate and less archueoonically composed Jotus-mandalas reveal m 
tlw center of ibcit M\cn petals ibc TantnC Buddhist goddess Vajratara 
(Cf R. D Baner)i, op at.P! LXXII, H Goetz, Biredj Mthewn and 
Pteturt Galhy Hjndkwl. Baroda 1952. Pi XXIX ) 

15. Vasudbara. Early tsvelfth century. Gilt Bronze. H:61/4'- 
Collection of Nash and Alice Hecramaneck, New York City. 

Vasudhara, the Gi\cr of Wealth, is here represented as a young girl 
according to the sidlivu, the formula winch prescribes how a divinity 
should be concciscd Closely related to late Pala sculpture, the image, 
which IS inlaid with gems, is remarkable for the warmth of expression and 
sensitise modeling The cars of com, attnbutc of the goddess, are missmg 

16. Indra. Ca. 1200. Gilt copper. H; IS'^/g’. 
l.cnt anonymously. 

Seated at case m snllutsana, the nght hand raised before the chest m the 
gesture of cxposiuon {vyaUtyana mudra), the left supporting the upright 
body which is but slightly flexed at the lups, this ornate image of Indra, 
king of the gods, whose iluid eye is always shosvn horizontally on his 
forehead, differs from all other images of this god by its three-peaked 
crown and sacred tlircad tucked under the knotted waistband Tlie modelmg 
of the image is close to that of Sena sculpture which it excels in delicacy 
and immanent power Encrusted with spinel rubies, rock crystal and tur- 
quoise Published Bulletin of the Philadelphia Museum of Art, LV, 1960, 
p 26 

17. Khadiiavani Tara. Thirteenth century. Gilt copper. H ■ 9 '/z”* 
Philadelphia Museum of Art, Philadelphia, Pennsylvania 

This image of the Green Tara svith the blue lotus {nilotpali) on her left, 
and the p<i</»fM-lotus on her nght, seated m a posture of case {lahtasana), 
the over-large nght hand in uaradi mudra, shows by the equivocal expression 
of her face that, according to the sadhana, “she is full of jealousy ” The 
pedestal is missmg 

18 Indra. Thirteenth century. Bronze. H * 10 

Seattle Art Museum, Seattle, Washington. Eugene Fuller Memorial 
Collection 

The image of Indra is dear to the myth and art of Nepal The best that 
the Newan sculptor had to give often went into the making of images of 
Indra In a pensive and relaxed mood, India’s nght arm rests on his right 
knee, the droopmg hand reinforces the elegant, Imear movement which 
gives melodious significance to every limb and ornament Although the 
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je\\elry is simpler than that of India as shossTi m pi 16, it pla>-s a \cr> 
prominent part ra the composition, setting off the modeling, which here 
IS more abstract The broad Itinla muhita or crown of Indra, a high shield 
in ffont of the piled up hair, is fastened around the head, as arc alJ the 
crowns, b> bands whose ends form rosettes or pleated clusters abosc the 
cars Here thc> accentuate the arc of the forehead, whereas the earrings 
link the angles of mos ement of head and body Published H Zimincr, 
The Art of Indian Asia, Nesv York, 1955, Pis 593, 599 

19. Avaloldteshs’ara. Fourteenth centnry (?). Gilt copper. Hi24Va*- 
Clncinnati Art Museum, Cmdniiati, Ohio. 

The schemauzaDon and residual modeling of this image represent the 
aftermath of moments full of plastic vitaht) The somesshat stilted mo\ e- 
ment, the arrested mDbihc> of the line arc charactensticall> Nepali. The 
ornaments of this image, which are almost without jncrustabon, lie as 
duck as fur on bod> and crowTi 


20. ATalokiteshrata. Ca. fourteenth centnry. Copper g2t H*36'. 
Golden Monastery (Hiranyas’ama Mahavihara), Patan, NepaL 

The image, seated m rirasanis, is heasy m treatment. The end of the upper 
garment on the left shoulder is derived &om a Pala motit The lateral 
peaks of the crown arc bent inward, pointing to the central crest which 
cames an image of Buddha Amitabha, the spmtual father of Bodhisattva 
Avalokitcshvara, "Ilie image is not encrusted with gems 


21. Prajnaparamita. Fourteenth century. Gilt bronze. H*9'. 

Air Christmas Humphre 3 ?s, London, Pngland. 

Prajnaparamita, goddess of “Transcendenial Wisdom,” holds m her raised 
left hand the Book of Transcaidental ll'isJom, the Scnptiirc of Mahayana 
Buddhism, of w hich she is the embodiment The tw o mam bands has e the 
gesture of teaching (ditannacakra mudra) The distended outer contour 
of the raised forearm was for centimes a mannerism of Newan sculpture 
(VI) In this unage. Transcendental Wisdom” in the fulness of her 
shape, appears as the Great Mother Published D Barrett, “The Buddhist 
Art of Tibet and Nepal,” Oriental Art, in (19o7), p 92 Rg 6 

22. Janguli Ca fourteenth century Gilt copper H 

Dr. and Mrs. Samuel Eilcnbcrg, New York City. 

The thunderbolt (lajra) m one of the right hands and the threatenmg 
gesture (tarjani) of one of the left hands arc the only distinguishing ngns 
which remam for an tdcnnficaoon of this goddess with three fa«s and 
SIX arms 
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23. Vasudhara. Fourtcttith century. Copper gilt. H:5'. 

Nelson G3ller>— Atkins Museum, Kansas City, Missouri. Nelson 
Fund. 

Although lacking the rich plastiat> of an earlier image of the goddess (iS), 
this figure IS balanced in its struautc and clear contour Ttie attributes m 
her left hands (hook, cars of com. o\ erflowing s-asc) are as carefully placed 
as the folded end of her loincloth Her mam right hand with one finger 
poinnng downward, does not, as prescribed, show tlic gesture of giving 
(i araJj iiiuJra) As in the earlier image, the goddess w cars her hair m two 
latcnl buns, an anaent fashion knosvn m India from sixth century 

24. Indni. Fourteenth century. Gilt bronze. H: SVa*- 
Mr- J. J. KJejman, New York City. 

As m die image of Padmapani, a lotus ascends from Indra’s left hand 
to his shoulder where ns open flower carries Ins weapon, the thunderbolt 
fi i7}ri) The fingers of die drooping right hand, resting on the knee, show 
the I'yaUtymi The head slightly bent forward, and the body pulled 

back, make this spontaneous movement the focus of the compositton 
Its rest IS expressed in a modeling whicli has eliminated the detailed 
“naturalism” of the Sena school Simplified and liardcncd, the outime has 
a clear-cut strength The “jew els” in ornaments and crown are completely 
sluped in metal and arc not actual gems 

25. Lokeshvara. Fourteenth cenmry. Gilt copper. HiS'/g*- 

The Cleveland Museum of Art, Cleveland, Ohio. Edward L. 
Whittemorc Fund. 

Bodhisattva Avalokiteshvara as Lord of the World (Lokeshvara) lias 
many forms None of the one hundred and eight forms known today 
completely agrees with this image 

26. Tara, End fourteenth century. Riveted sheet copper. H : 36 
Victoria and Albert Museum, London, England 

The basic fcmminc type evolved m seventh century sculpture (2 — 4) is 
seen here in a mode comparable to that of 16th century Venascs by Lucas 
Cranach The ornaments differ from tlie norm but similar shapes arc worn 
by a Bodlusattva See Barrett, he at , Fig 4 

27. Jambhala. Fourteenth century (?). Copper. H SVa'* 

Mr. and Mrs. Aschwm Lippe, New York City. 

rlass i ca l m Its balanced equipoise, and reminiscent of eleventh century 
Pala images of Jambhala, tins image of the pot-bcihed God of Wealth 
makes of the mongoose a keenly and intimately felt animal study The 
vase of plenty, spilling its contents below the foot of the god which rests 
on Its curvature, is endowed widi a life of its own 


28 Nagas, Ca. se\catecntb cent«r>. Gilt bronze. H: ca. 2V4*- 
Seattle Art Museum, Seattle, Washington. Thomas P. Stimson 
Memorial Collection. 

These serpent gods seem to has e formed part of a prahlta-tfumd^ih Their 
pose, gestures and expression have great subtlctj'. The naturahsocall) 
modeled, pendulous checks of the oblong faces, treatment of the scarves 
co\ eimg the shoulders, and calculated curs cs of the svnthing bodies point 
toss ard a later date than the one hithmo assigned to these Nagas (Cf 
Bronzes cf India and Greafer India, Rhode Island School of Pcsign [Prosi- 
dence, Rhode Island, l^oS], pp 18, 20) 

29. Navatmala Heruka. Seventeenth-eighteenth century. Bronze. 
H: 9«/2'- 

Mr. Alfonso Ossotio, Bast Hampton, New York. 

This fierce Buddha-mamfcstation, dances in muon svnth his partner (prajru) 
Nairatma (“Without-sclfhood”) on the Hmdo gods Brahma, Indra, 
Vishnu, and Shiva. On his left, he holds withm the circle of his sixteen 
hands the divinities of Earth, Water, Air, Fire, Moon, Sun, Peath (Yania). 
and Wealth (Dlianadi), and on his right then animal mounts elephant, 
horse, donkey, cow. camel, man. bitch, and jackal Nairatma ccstanallj 
raises her chopper and skuU-boul toward Hemka’s four faces while his 
front face looks at her wath frenzy and compassion. The tenderness of the 
full face burgeons below the coagulated flames of the crown and the 
“Face of Glory ” {KirttiwiikJia) above it The expressive and almost natural- 
isncally modeled faces, the easy postures of the four trampled Maras, the 
crude and sketchy modeling of the bodies of the protagonists, all these 
conflicting traits are unified by the outburst of sheer plasnc power The 
image is crystallized mto a structural form saturated with die fury of 
Heruka. Navacmaka Heruka is described m the I^ishpannaycgatah (cf 
Gaekwad’s Orienta! Senes, v ol CDC, p 20) 

30. Padmapam Avalokiteshvam. Fifteenth Mntnry. Gdf hronze. 
H. 43'. 

Victoria, and Albert Museum, London, Bngland 
Illustrating a mannerism that was current m the 15th century, the Bodhi- 
sattva ideal has here become that of an overslim figure in the tnply bent 
stance {tnhhaiiga) He is presented on elongated legs which, from the knee 
downward, not only belie the cononmty of his movements but do not 
olTcr him firm support. Mannered and otherw orldJy, the body issormounted 
by a broad &cc which is not mtegrated mto the whole image 

31. Manjuvara Fifteen di century. Bronze. H: SVie'* 

Lent anonymously. 

The strong, high, lotus stalk underscores theheighr and stance of thcBodhi- 
sattva. The face is painted with gold and colors, (Cf 45 ) 



3Z. Indra. Fifteenth century. Gilt bronze. Hi 

The Cle\ cbnd Museum of Art, Clevciaiid, OUo. Anonymous gift. 

Seated m tiic posture sukhasaiij, body and head with their tnple bend 
{tribliMsa), the left arm supporting the figure bchmd the left thigh, die 
right arm forming a bridge to the right knee, tlic figurine fills the space cone 
rising from its lotus base Its modeling is similar to that of an image of 
Vasudhara dated 1467 (Barrett, op at, p 91, Fig 2) Crown and 
ornaments of tins debonair figiirmc arc scudded v, ith gems 


33. Indra. Fifteenth century. Gilt copper repousse, H : 10 
University Museum, Philadelphia, Pennsylvania. 

Indra, Lord of the gods, is here seated in adamantme pose, his open hands 
Stretched out horizontally Accordmg to a local legend, Indra came to 
earth and stole flow ers \\ hich his mother m heaven required for a ptija 
(worship) He was caught In a shroud of mist the mother of Indra took 
him back to licavcn The open arms show that thenceforth Indra does 
not steal 

34, Indra. Fifteenth century (?). Gilt copper. H:5*. 

Brooklyn Museum, New York. 

The image is unusual m the hour-glass-Iikc stylization of its body, and 
the shape of the flowers The one on die left resembles a V\shva~vajra 
Its central part, with the seed or stamen shapes projecting from a bell-like 
contamcr, recalls the object held m the nght hand of Vajrapam (5) 


35 Arapacana Manjusri. Fifteenth century. Gilt bronze. H : 3 
Caroline and Erwm D. Swann, New York City. 

Kncelmg on his left knee, supporting himself on his bent nght leg, the 
Bodhisattva brandislics the ssvord of discnmuuting knowledge while the 
left hand shows the gesture of exposition At the same time fluttenng 
scarves steady and enhance the movement The image is inset with tur- 
quoise and spinel rubies 


Mrs. Edgar J. Stone, Toronto, Ontario, Canada. 

37, Lakshminarayana. Late fifteenth century. Gilt copper. H.3Vg' 
Mr. J J. Klejman, New York City. 

This conjoint figure of Vishnu and Lakshmi carries mto the asymmetry 
of the face its bi-sexual character 




38. Vajrapani. Late fifteenth century. Copper gilt. H; 8*. 

The British Museum* London, England. 

The slender and contemplative Bodhisattva t^Tpe is here given robustness 
Buddlia Akshobh>a, as spiritual father of the Bodhisattva, is seen on the 
central crest of the crovvTi of this Bodhisattv a “Thunderbolt in Hand '' 
The crests of the crown bend mw'ard at the top Published Barrett, 
op a( p 95, Fig 7 


39, Tara. End of fifteenth century. Gilt bronze. H; 28*. 

The Newark hloseum, Newark, New Jersey. Albert L. Shelton 
Collection. 

This figure of Tara is one of the few images preserved with its prahha- 
ntaitdila or “surrounding ciTulgencc,” which has the shape of the back of 
a throne In its preaosiry it brings up to date in ph>siognomj, coUTurc, 
and ornaments the Ncpali image of the goddess (3,4) The upper and lower 
garments overlay the modeling of the figure with insistent patterns of 
parallel lines, those of the lower garment being raised m double ndges 
Below the crossbar the prahha-mandola is astir with the frolic of bird 
people (kinnaras) and serpentine convolutions, and, above Jt, w^th the 
agitation, of the ocean of air Its currents have condensed into the shapes 
of the sea monster (tiiakara) and serpent-damsels (nagints) with Garuda 
the sun-bird on top The outer border is set with flames An ornamental 
bar at the bottom is part of the prahha-wnndoh The pedestal is 
architectural 





40 Consort of Vnsha-Samvara. Ca late fifteenth century. Copper, 
H: 141 / 2 '* 

Nepal Museum, Katmandu, Nepal 

This female figure has to be imagined m the embrace of a bull-headed 
god (Vnsha-Samvaia) with whom she was united (yii£oneMia) Her front 
view would not have been visible, as she was held against the body of 
the godL The figure holds the skull-bowl and chopper, her three 
c> es are dilated m demoniacal frenzy, her tongue, stuck out, touches 
her nose She wears human bone” ornaments shaped as head festoons 
and skulls 


41. Krishna Hfteenth-sutteenth century. Gilt bronze. Ht 6 V 4 ' 
Collection of Nash and ALce Heeramaneck, New York Oty. 

This image of Krishna playing a flute is a w ork of pure Newan tospiraaon 
created on a base of Indian iconographj 


42 Shadakstari Mahavidya {?). Fifteenth-sixteenth century. Gilt 
copper. H: 7". 

Collection of Nasli and Alice Heeramaneck, NeTP York City. 

In this image, figure and prabha-waiidala form a unit, a recess m this 
repousse throne partly houses the figure Its mass is the pivot of the cen- 
trifugal and return movement of the embossed leogryphs, iiiaLaras, iittgas, 
acolytes, and scrolls, strengthened by tlie siin-bird (Garuda) on top of the 
stele The slight mclmation of the head of the goddess draws the symmetry 
of her shape mto the commotion of the total form 


43. Vina. Fifteenth-sixteenth century. Gilt copper. H : 3^/i6*. 
Lent anonymously. 

The figure personifies the music of the Vina She is one of the sixteen 
attendant goddesses of worship, which requires music, dance, incense, 
garland, flowers — altogether sixteen ntual ingredients Pubhshed F/ii/a- 
dclphta Aftisewn of Art Bullet in, op cit p 27 


44 Bull. Fifteenth-sixteenth century. Bronze, traces of gold leaf. 
H: 2^4*. 

Mr. John Warrington, Cincinnati, Ohio. 

Published The Art of Cnater India, Los Angeles County Museum, (Los 
Angeles, California, 1950) p 87, No 144, MasUr Bronzes, Albright Art 
Gallery. (Buffalo, New York, 1937) No 109 


45. Manjuvara. Ca. 1500 . Gilt copper. H : 4 

The Cleveland Museum of Art, Cleveland, Ohio. Gift of Margaret 
F. Markm in memory of her mother, Dorothy Frost Wheeler. 

A form of Bodhisatrva Manjusn which docs not hold the sword but 
carries the Book, the Prajitaparantna, and mstniccs, as is shown b> the 
hands touching in Jharnacalra tundra 


4$. Va^udbara.^ Beginning sixteenth century. Gilt copper, inlaid. 

H; 63V. 

The Cleveland Museum of Art, Cleveland, Ohio. Purchase from 
the J. H. Wade Fund. 

Tins iconographicall) complete image gives to die goddcH an opulent 
bod> whose proportions differ from those of the earlier images (15, 23) 
although all of them conform wndi the icononictnc presenpuons, which 
were elastic enough to accommodate changes of srjie 
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47. Ucchiishma Jambliala and Varudfaara, Early sixteetiA century. 
Copper gilt. H: IS/g*. 

Mr. £. M. Scratton, Oxrord, England. 

A. TOisn.’iaSjJxe. 

m their fierce mood, seated on an oval lotus pedestal This sculpture in 
the round is not without an admixture of drollery The god, AS prescribed, 
“appean as a child of fi\ e y ears” , he is a gnome, nude but foi his snake 
ornaments He holds a mongoose which vomits jewels (a ruby msci) and 
in his nght hand a lemon Vasudhara holds cars of com, her nght hand 
bcstosvs boons 

48 Prahha-mandala. Sixteenth century. Gilt copper. H : 12 Vs • 
The Newark Aluseum, Newark, New Jersey. Golden Anniversary 
gift of a group of present and past staff members, 1959. 

This repousse “enclosing effulgence” (sec also 39, 42) was sfi behind an 
image The symbolism of the throne is here complete The elephant, 
symbol of Earth, the Sardula or leogryph (the actise powxr of the sun) in 
the mid-region (antanksha) or air, are separated by the crossbar from the 
Makara, here symbolizing the celestial waters The sun-bird Garuda is at 
the apex, flanked by Devaputras Scroll and flame borders edgr die prahha- 
rnaiid'ila 

49 Sarvabuddhadaldm. Sixteenth century. Gdt copper. H: 13V4 • 
Lent anonymously. 

The ‘ Dakmi of all the Buddhas,” the force of inspirational consaousn«s, 
urges all the Buddhas toward the realizanon of Buddhahood She strides 
on two prostrate, fcmi-armed gods whose upper hands salute her She is 
naked but for a garland of skulls and her jewelry With insanAblc elation 
she dnnks blood from the foaming skull-cup in her left hand fo her nght 
she clasps a chopper The blood filled skull-cup {kapala) docs away with 
all ideas of substance and non-substance, and is a symbol pf oneness 
Puhhshed P)i!ltide]p)}:a Musetmi of Art BtiDettu, op at . p 28 


50 Tata. Sixteenth century. Bronze. H. 5'. 

The Ashtnolean Museum, Oxford, Bngland 

In this image are combined an excepnonally free posture and fleshy 
modeling Published A K Cootnaraswamy, ‘ Indian Btaaxa'’ BtirUngtoit 
A/djarine, May 1910, Pi I, 4 


51 Lokeshvara Sixteenth century. Gilt copper. H* PVs^* 
WUham H. Wolff, Inc , New York City. 



52. AJcshobhya. Sixteenth century. Gilt bronze H. 71 / 4 '. 
Collection of Nasli and AUce Heeramancct, New YorJc City. 

AkshobKya, “the Imperturbable,” who, in Nepal, is the foremost of the 
five-fold Buddhahood, is shown vnth the gesture of touching the earth 
By this gesture Buddha Shakyamuni, called earth to wimess his illumina- 
tion and the defeat of Mara, the Evil one In this image tlic imperturbable 
nature of the Buddha, the unchangrableness of the Buddbi principle, 
the adamantine state of bemg beyond becoming liavc been given form 


53. Vasya- Vajravarahi, Sixteenth century (?) Dry l.acquer. H:25''. 
The Cleveland Museum of Art, Cleveland, Ohio. 

Vajravarahi dances m ard/iirparyttiLa posture, but for the ritual ornaments 
of human bone, the garland of severed heads and other ornaments — the 
bracelets arc of metal— she is naked A subtly horrendous smile play's 
over her broad face with its delicate features and dilated eyes Although 
most of the attributes are lost and the left hand is missing, it appears 
that she held a chopper {lartri) m her raised and threatening fight Iiand 
This form of Vajravaralu is invoiced in rituals which arc performed vviih 
the purpose of bewitching men and women Traces of red pigmenr show 
on the weathered, clay-colored surface The material points to an ear- 
lier date than the style of the image (Cf P Pcihot, "Statue cn 
Laque Scche dans I'Ancien Art Chmois,” Journal Asiatiqnc, 1923, p 193f ) 

54 Uddiyana Kurukulla Sixteenth century. Gilt copper. H:7V4”- 
Mr. John Warrington, Cincinnati, Ohio. 

The name of this form of Kurukulla points to Uddiy ana in East Bengal, 
one of the onguial centers of Tantnk Buddhism The goddess dances 
on a corpse (now missing), her mam arms arc engaged in drawing a 
flowery bow charged with an arrow of red lotus Her second nghc hand 
held a goad of flowers, her second left hand holds a flower Her face ts 
fierce — five skulls arc on her dudem and she wears a garland of severed 
heads She bewitches and subdues men, women, ministers, and kings 
Her spcil-casnng presence makes her hair rise like flames Tlie upper 
garment is massed and tied so as to enhance the nakedness of her body 
and she wears a tiger skm round her loins Published The drf of Greater 
India, op rtl , p 87, No i45 

55. Indni. Sixteenth-seventeenth century. Copper gilt, repouwe. H : J 1 
Lent anonymously . 

The solemn meditation ot the image is earned in vaulted shapes broadly 
massed m a fluid contmuity of opulent curves. Its ambience u enlarged by 
the pendant leg of the posture, called Ulinsana Spinel rubies, rkxk crystal 
and emeralds enhv cn crown and ornaments. 




56. Adibuddha Vajtasattva. Early seventeenth century. Gilt copper, 
hlr. Donal Hord, San Diego, California. 

The pnmordial Buddha m his body of bliss (samhhogakaya) is here shown 
m the graceful posture of a Bodhisattva and neanng a Bodhisattvas 
pnnccly ornaments 

57. Plaque from a ritual apron. Surteenth->seventeenth century. 
Carved human bone. H : 6^/8* » ^ * I Va'- 

Dr. and JVIrs. Samuel Eileaberg, New York City. 

The Image of Samvara, supported on a lotus and tvs o recumbent figures, 
IS accompamed by dancers, musicians and worshippers m tsso rows at 
the bottom. The image is flanked by pillars ssadi lotus capitals Abose are 
Ltmufas, Garuda, and nagas, the fise Buddhas and a stupa at the top 


58, India. Seventeenth century. Copper gilt. H: S'/s** 
Dr, and Mrs. Samuel Eilenberg, New York City. 


59. White Tara, Sesenteenth century. Gilt copper. Hi 5>/4*. 
Mrs. James Marshall Plumer, Ann Arbor, Alichigan. 


60 Arapacana Manjusri. Mongolia (?). Seventeenth century. Bronze. 
H: 5'. 

Mr. E. M. Scratton, Oxford, England. 


61. Bhairava (?). Tibet, seventeenth century. Copper. Hi 4'. 
Victoria and Albert Museum, London, England. 

fii tic transmrsfflon of xuipmeed fj per Sram Ncpjl to TjrfetfC (fuch as ■40) 
they acquire an abrupmess and ruggedness, their curvilinear fltiidiiy 
giving ssay to angularity The mask of this male figure of farsome 
(Jtrod/id) aspect is almost the same as that of a Nepah Bhairasa. 


62. Padmapanl. Seventeenth century. Wood. H ; 6 

The Aletropolitan Museum of Art, New York City. Rogen Fund. 
1947. 

Traces of the onguial polychromy and gilding, as on this delicately 
carved image, are rarely found on wood can mgs more than a century 
old because of the custom of repainting the images. 



63. Buddha Sheltered by a Serpent. Seventeenth century. Crystal 

H: SVj'. 

Cincinnati Art Museum, Cindtmati, Ohio. The Wilham T. and 
Louise Taft Collection. 


Seated in adamantine posture, his right hand raised in front of his chest, 
assuring freedom from fear, the Buddha is surmounted by the tnple 
hood of the Serpent whose body is his support It rests on a base suggestive 
both of rocks and lotus petals The Serpent king, Mucalmda, protected 
the Buddha after fiis enlightenment, dunng a terrific storm He offered 
his body as a seat and spread his hood above the Buddlia’s liead to ward 
off the rain Naga Mucalmda is generally represented with sc\ cn hoods, 
protecting the seated Buddha who is engaged in meditation 


64. Tara. Seventeenth-eighteenth century. Wood. H: 12V2‘’> 
Mr. and Mrs Aschwin Lippe, New York City. 

The polychromy of this image is red and white 


65. White Tara. Eighteenth century. Gilt copper repouss6. H : 22 1/2’- 
M. H. de Young Memorial Museum, San Francisco, California. 
Avery Brundage Collection. 

The repousse technique resorted to m images of larger sire, has here lent 
itself to splendors of modeling and orn amen ration, die one enhancing 
the other The lotus base is missmg 

66. White Tara. Eighteenth century. Gilt copper repoussi. H:22'. 
Mr. J. J. Klejman. New York Gty. 

More reticent in modeling and decoration tlian 65, is this rcpoussiS sculpture 
of the same goddess She is here seated in a posture of case Tantalizing 
m Its slight as>^nmctr>^ her head is carried as if m a spontaneous and 
momentary gesture of wichdn'^^ The angles ar vs Inch die holds her 
hands add CNprcssivcness to the sign language of the iiiudns The hip 
ornament below the belt, a fantas> of*'grccn-nicn” and scrollwork, draws 
attention to this part of the body, as does in its turn, the crown on her 
head Published K Kliandalaw ala, ‘ Some Nepalese and Tibetan Bronzes, 
A/irg IV. 1958, pp 21—40 

67. Durga Killing the Buffalo Demon. Dat^ 176S. Copper gilt 
figure in repouss6 Prabha-mandala. H 12 . 

Lent anonymously. 

Durga— here shown having sixteen arms— about to behead the Buffalo 
demon, strides from the lotus on the Buffalo's head to d>c 
on her lion Tlus triple group, cadi part cast separately, u bolted together 
A flaming rrabWwndi/i unites the tigures, A Ktrttimuklu. devounug 




serpents, appears on top Complete inuges of this t>pc sserc part of the 
“tnran i" or jwrrjporfe.asofthc golden fownj, dated t619,in!idetheMulchot 
Palace at Patan The image uas made during the rule of King Jajaprakasha 
Malla 

68. Sams’ara. Eighteenth century. Copper. H: 14'. 

Lent anonymously. 

This iwcKc-armed image, which is partly hammered and partly cast, 
has lost Its left set of four arms which sscre once bolted to die bod>. 
Clad in a ogcr shin, the Yidam, with knees bent, stands firmly on both 
legs The liands, held m swtIiamuUui miidra has c lost their w capons. Crescent 
moon and sun appear on the high double topknot of the four-faced head. 
Despite the mcchanizanon of its execution, the image is powerful and 
monumental 

69. Pandaras'asini. Eighteenth centnry. Copper repousse. H:?-*/*** 
Lent anonymously. 

This “White-clad” one (Pandaras anni), tnumphant in her ecstatic dcuch- 
ment, IS the consort or gnosis (jrajuii) of Buddha Amitabha The figure, 
part offlic conjoint image of Buddha “ Infini te Light,” originally clasped 
her partner m the embrace of her legs She raises glccfull> the chopper 
and skull-cup 

70. Varuna. China (Peking), Eighteenth century. Gilt copper. 
H: 4tJ/i6'- 

Alr. and Airs. Richard C. Bull, Philadelphia, Fennsylsrania. 

The Chinese contnbunon to this spmted image, which was made m 
Peking, IS seen pamcularl-j m the shape of the pedestal representing water, 
the element of Varuna, and that of the Makara which here has the shape • 
of a dragon. 

71. Bodhisattva. China (Peking). Eighteenth century. Copper gilt. 

H; 18'. 

The Newark Museum, Newark, New Jersey. Gift of C. Suydam 
Cutting, 1950, 

The flambo-j ant dehcac> of the accoutrements and the natur alism of the 
femmine shape of body and face leave the e> e unprepared for the hcaT> 
feet with their Chinese st> hzauon. 

72 Puja Devata. Nineteenth century. Wood. H : 22 '. 

Mm. Edgar J. Stone, Toronto, Canada. 

Pol> chrome wxioden attendant fignrcs were set np by the side of the 
mam image duiing Pitja 


73. Standing male figure. Wood. H: 16^8*. 

Dr. and Mrs. LeRoy Davidson, Los Angeles, California 

Figures of tins kind, in metal (Nepal Museum. Katmandu) and ivory 
(Victoria and Albert Museum, London) adhere to an anaent type They 
aU have the same headdress, a high three-peaked crown and a broad 
coiffure, which is not known on other figures 


74 a. Book covers of an Ashtasahasrika Prajnapararnm (Book of 
and the Perfection of Wisdom). Dated 1028. Gouache on wood 
74 b. 2 1 / 2 ’ X 17 1 / 4 '. 

Lent anonymously. 

The inner side of the wooden book covers of the palm 

lent themselves to longer compositions than the small rese^^ed 

on the palm leaves, where space for illustraUon is found , 

Imes of the text The composioon is an assemblage 

figures as they would appear in the M 

in this mstance by the repeunve pattern of palm 

Mookerjee, «An illustrated Cover of 5^ 

Prajnaparamita in a Private Collection. ImIu Kala. No 6 p ^:>t. 

Plates E— G 

75. Book cover of an Ashtasahasrika 

eleventh century. Gouache on wood. 2 Vs ■ 

Collection of Nasli and Abce Heeramaneck, New York City. 

S.*.e .ene. To.™ 

Pala aivided, may be &om a school of pamtmg 

&^LTfcsi ..Ellor. PobI..hca G Tooc.T,h.»P.,„.od 
Scrolls, Rome. 1949, p 327, Pi B 

CoUoc."n'lf N«U Alice Heerunaoeck, New York C.ty. 
^oRoophapcof^— 

-,h paeon., on bo.h 
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SI Jo. die llpUfjl scenes appcannp onl> on die inner sido One or more 
small square panels arc resers cd on die palm leaf for parnnnp TIjc oblonfr 
shape IS rctamed es eii ss hen ihc pages arc made of paper. 

77 a. Hook coser and leaf from an Aihtasaliasrika Prajtuparamita. 

ami Dated mo A. D. Coser, 2 worn!. LeaC 

77 b. 2 V«'x 22‘/8‘* Rouaclic on palm leaf, 

Tbe Cics eland Musenm of Art, Cics eland, Ohio. Purchase from 
the J H. Wade Fund. 

The scheme of these illuminanoru is related to (76) uhcrcas dicir stjlc 
ts nearer to (TS) unthout, bosses cr. the residua] modeling Published 
The Art cf Gredter InJi i. op au p 85, No |40 

78 LeasTS from a Gunakarandasrj-uha (?). Eastern Indian School. 
Tss clfth centuT}’, Gouache on palm leaf. 2 ' x 21 Vj '• 

CoUection of Nash and Alice Hecramancck, Nesv York Cit>. 

Tlie sssift and pliant drassmi; and the entire panel full of shapes and their 
setting differ nouecabl> from those sshcrc a single figure appears on the 
plain colored ground of its mandorla (76) The present illustraaon. richer 
in die representanon of bodi action and semng, shosss a tree and mounuin 
fantasy modeled in color The pamced stylieation of the rocks has the 
same Indian origin as do iheir sculptural s crsions m Nepal (III) 

79 . Leaf from an Ashtasahasnka Prajnaparamita. Eastern Indun 
School. Ca 1200. Gouache on palm leaf. 2 '/a* x I 8 V 2 '. 

The Detroit Imtitute of Arts, Detroit, Alichigan. 

The fluid outlmcs of the lUuminaOons of tins manuscript shoss yet 
another scrsion of the Eastern Indian style, and distinguish it from 
Nepali ssork 

80. Shivadharma Thirteenth century . Painted book cover. 
3V8'x213/i6'. 

Bir Library, Katmandu, Nepal 

On die inside of this Shaiva book cover, bcloss the central arch of an 
arcade, sits Uma-Maheshvara enthroned on a rock platform with Ganesha 
and Karmkeya. The trefoil arch abo\ e is set ssith rocks and has the image 
of Ganga m the center Sadhus, royal desotccs, and Shiva m vanous 
aspects occupy the niches Their ground is covered with tapestry -like 
scroll work. The baluster like pillars, their shafts drawn in by an Amalaka 
ring base lotus capitals. Tbe arches are flamboyant svith scrollwork and 
there IS a Face of Glory {hrtttmukha) at each apet Some of the figures 
are modeled in hght and dark tones of the same color achieving a three- 
dimensional effect in front of the tapestry -like ground. Such Hmdu 



illu^ated manusaipts and bookcovers though not as copious as the 
Buddhist ones are known m dated examples of the twelfth century (yis/mti~ 
dbarma, 1120, Bur Library, Katmandu, Srimahamantlicttiabhairava-tantra, 
1180, Library of Fieldmarshal Kaiser, Katmandu) 

81. Zodiacal signs and divinities. End of fourteenth or early fifteenth 
century. Painting on palm leaf 4 Vs ' x 1 0 Vg 
The Metropolitan Museum of Art, New York City- Rogers Fund, 


82. Amoghapasha Avaloldteshvara. Pata. Dated • 1436, Painting 
on doth. 

Rijksmmeum voor Volkenkunde, Leiden, The Netherlands. 

The pamtmg, according to its inscription, represents Amoghapasha of 
the Mahabhuta temple in Bhatgaon The image is flanked by two goddesses, 
Tara and Bhrikuti on Amoghapasha s left and by two gods, Sudhanakumara 
and Hayagnva on the nght Flying Devaputras m flower-hke, flaming, 
thrcc^lobed mches, appear above on cither side, next to the sun and moon 
Donors are seen at bottom, palm trees behind the standing divmitics, 
floral overall patterns within the mandala The rest of the ground is dotted 
with white flowers The purpose of die painting was to bring long h/e, 
prospenty and ample progeny to the donors Published P H Pott, 

‘ Die Kunst Tibets.” in Kii/ist dcr lye/r—Burma, Korea, Tibet Pi on 
P 168 


S3. Adi-Buddha Vajradhata. Plata, Nepali School of Nor Afonastcry, 
S. Tibet- First half fifteenth century. Painting on cloth, 
33 Vs'x 31V4'- Lent anonymously. 

The primordial Buddha, he who exists from the beginning (the Buddha 
principle) is shown here enthroned on a hon, Kinnara, and lotus throne 
Seated m adamantine pose, he holds m vajraliiniileirrit mtidra the lajea, 
symbol of ultimate reality, and the bell, symbol of gnosis {prajtta) Mu 
color IS blue nad he is flanked on his nght by the standing figure of Bodhi- 
sattva Ghantapam or Vajrapam His bell and oajra arc supported by flowers 
He IS flanked on his left by the Prajna who cames the skull-bowl and 
chopper Below the Makara, the symbols of the throne arc here elephant, 
hon, Kinnara, and Shardula They are surmounted b> tivuting scrolls 
and the triple jewel at the apex Surrounding divimnes encuclcd b> lotus 
stalks, arc arranged m the border Tw o abbots enthroned and four goddesses 
help to fill the central square Self-toned scroll work, cos ers the dark blue 
ground of the central sqturc and of the dark red throne Tlie salmon 
pmk trefoil aureole of Vajradhara is left unglazcd, heightcnmg its lumi- 
nosity Ancient Chinese textile patterns decorate die loincloths of the 
tluee mam figures and the clodi m the center of the throne The draperj 
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of ihc i«o lundmt; ftt'iirri it more Tibcun ilun Ncpjli in irwimcnt, 
i!ie fjrj luMHK betm maimed in Ti!'rt at the Nor fnntiaitcry b> a Nquli 
itmtrr or hii Tilxian dociple 



84 


84 Ainogliapailu A»-alokItc*h%’ara. I’ata. nntluirrsftcTntliccntiiiy. 
on riotli. 27* ’'23'. 

Lent anonymotiily. 

TljcIJixlhiunvain iin mandotia and dankrd b) lu» four attendant dnininci 
(vre 82) appear! here m Im temple The upper part of th» painting %Mt}i 
the upper rtixir* and lower n turning Lotuviurmnunted ptllan jttpport 
edit with Ihiddlu mugei, relettialt are placed one aKitc the other in 
open balnmin, others approach, wordiipping, on lateral lotus platfsrnis 
In rectangular compartments below are ihow-n the punishments in pur- 
gator) and other scenes, at thelxittom, portraits of die donor and his \cr) 
large famil). Tlic colors of this painting are iitainl) deep blue, Indian red, 
white and flesli color Tlinr strong amirasts set off the great dehcac) 
of line, moileling and tlgural expression 

8^, TrayIok>’avija)a (?) Tata Dated 1467. Painting on cloth. 
42 V/x27>/2'- 

Lent anon) motuly. 

Tins dcit) (face and bod) colored blue on ibe right, green on the left) 

IS shossn here in the embrace of his red I’rajna His eight mam arms arc 
surrounded b) a arcic of seventy-two additional arms arranged m nso 
concentric semicircles, each hand holding a ss capon, s) mbol, dismembered 
part of the human bod), floss cr, skeleton, etc The tsso mam hands of 
the god embrace the Prajna ssith i yra hiimhiri mudri holding thunderbolt 
(i i;rd) and bell The next pair of his arms is lowered toward the glutcafs 
in iaraiM fitsl:3 The IVajna ( sophia,” consort) ccstaueall) raises her nght 
arm holding a ia;rj The deity has seventeen heads in fisc tiers, the 
dark angry face of Vajrapam (i) sumiouiics tlicp)r3nud of sixteen peaceful, 
dirce-eycd faces It is crowned by a i tslii't t jjrt Legs of a flayed elephant 
ternunatc the array of hands Tsso legs of the figure arc raised in his 
dance, the other tsvo arc supported on dossotrodden demoniacal creatures 
Tlic appanuon of die god in front of his aureole or “sea of flames,” 
rests on a double lotus Four skull-cups and four Dakims appear on the 
scrollwork of the 'sea of flames ’ of the aureoles 

The eight ccnictencs are mdicated mainly by their eight guardians They 
arc small and arranged laterally m tiers Yidams and a bull-headed goddess 
are shown m the four comers At the bottom Yamantaka, the Ender 
of Death, is m the center the royal donor and his family are at die extreme 
right and left of this arcade The name of King Ramaraalla is given in 
the inscription, the name of the painter is only partly legible Tlfieinscnbed 
date corresponds to 1467 in our calend.tr 



86 ^takaJa, Protector of tiie Tent. Fata Nepal sctool in Tibet, 
rilteenth century. Pamting on clotb. 38 V4' x 26 1/4'. 
lent dnooyinously. 

£gUK of Mahshih (chs GreaC Bhck Ocie) holds skall~h\:iwi 
and chopper, symbols of severance from mortality The chopper destroy s 
Ignorance, the skull-cup signifies absolute oneness The god tramples on 
man, naked and recumbent on the large, lotus fiower pedestal Ala^kaJa 
IS wreathed ^yjth serpents, decked out sviih a oger skin and filigree orna- 
ments of hvinian bone, inscribed with die sacred syllables aw ah hum on 
belly and aiikles A cudgel rests in his bent arms, its ends ned with fluttering 
cloth A shawl inscribed with lotus pattern and figures arches above his 
shoulders The red-gold hair of the dark blue god falls m locks to his 
shoulders and is piled up as his crown In the central crest of his diadem 
dances the miniature shape of sixtecn-armed Hevajra ui the embrace of 
his consort {prajna) Nairatma 

Among the four collateral images, Nilambara Vajrapani stands on foe 
prostrate figure of Shiva and Sri Devi (Liumo), the consort of Mahakala, 
goddess of arms in a ivorld of sensual pleasures” ndes her mule over 
a sea of blood Tbe flames emanating from these blue gods rise in layered 
peaks of feathery scrolls Against them arc shosvn die dark figures of 
jackals, crosvs and Gatudas, as well as Other aspects of Mahakala , tlie one 
m the shape of a Brahmin playing on a thighbone flute is modeled m 
lighter tones of blue, as is Sri Dcvi 

This total apparition blazes forth in the center of the eight cemeterjcs, 
rj'.vrivJilaoitg- pfre* cenrer of che humin hcjtrr The ctghz ccmezczies are 
symbolic of the annihilation of die eight propensities of the ego by which 
It js ned to the svodd These human characteristics dwell in the heart 
They are imagined as being situated in the eight directions of space where 
their annihiUnon is shown as taking place Each of the eight directions 
IS symbolized by its presiding dwmity Beginning from the cast (at the 
bottom of the pamting) Indra is sliowm on his white elephant, Shi\a 
on his bull In the northeast, Kubera (here) on a blue horse m the 
north Vayu appears on an antelope in the northwest, Vsfitna on 
the Makara (sea monster) in die w est Yama on a buffalo in die south- 
west, Nirrm on man m die south, and Agni on a ram in the soitthcair 
The prescribed position of the remetenes may be seen m a 
mandala (H7) Jn dm pamting howescr, two cemctcncs are painted in 
each of the four comers They are peopled with scenes of torture and 
with Siddhas Siddhas are perfect men. livmg examples of mystical 
realization whose presence mtcnsifics the purifymg funaton of the 
cemetery Adi-huddlu Vajradliara is shosvn m the center of the top row , 
Buddlnst hierarchs and others in collateral arcades In the bottom border 
Indra appears m the center, with a Buddhist monk, with Sn Deal, 
and further forms of Mahakala, «c 
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Nairatma M a n da l a. Nepal school in Tibet. Ca. fifteenth century. 
Painting on cloth. 24*x201/2*- 1-®“* anonymously. 

Nairatma, “no-scIf," (the embodiment of s/iHnyo, the Void) danas on 
3 corpse in the center of her mandala Scrolluork fills the ground of the 
central lotus, the pabcc-square, the surrounding circle and its outer flame 
edge The eight cemeteries make lively cartouches of the central border 
of this circle Siddhas and hierarchs appear in the upper border, forms 
of Nairatma, etc. m the low cr border In the field betw een mandala and 
borders Nairatma is umted wnth Heruka dancmg, hierarchs and others 
are encircled by lotus stalks This mandala is connected mth the school 
of the Vajradhara pata (83) but appears to be of the later part of the centurj 

Vasudhara Mandala. Ca. 1504. Painting on cloth. 37V2'><26'. 
Lent anonymously. 

Vasudhara is shosvn in the center of her mandala For the inner border 
the traditional colors are used in three of the four regions— ss hire (cast), 
green (north), red (west) — but blue instead of 5 cUow is used for the south, 
■j'cUow, being the color of Vasudhara, is concentrated on her xix-armcd 
figure Buddha Ratnasambhava is above her head. Above him are Jambhala, 
compamon goddesses and attendants, yakshiu carrying bags full of wealth, 
cudgels, etc Each has his own station m the eight direcnons within the 
square Outside the mandala are scenes illustratmg the ten evil states m 
purgatory, and scenes from the story of Simhala The five-fold Buddhas 
occupy the middle of the top tow Dancmg Vighnantaka is m the center 
of the bottom row, flanked by the figure of the royal donor Oayaratna- 
malla>) with symbols, family, and retinue. The name of this king is given 
in an insenbed and dated (1504) mandala of Vasudhara in the Bnosb 
Museum, of the same style and provenance as this one Published Stella 
KramnscL “Nepalese Pamtmg,” Jottntal of the InJiatt Soetety of Oriental Aft, 

I 1933, Calcutta p 129 Pk XXXDC, XL 

Lokeshvaza (Snkhavati?} and Tara. Pata. Dated 1570 Palndtig 
on doth 22 3)/ X 18'. 

Lent anonymously. 

The mam god and goddess m their arched shnne, flanked by ts\o minor 
diviniues, are surmounted by foliate scrollwork cmanatmg from the 
“Face of Glory " with us serpents at the apex. Sun and moon, together with 
auspiaous signs in their red orcles, float on the dark blue ground At 
the top are the Five Buddhas, horn and donors arc at the bouom The 
lateral scenes diustratc a legend telling of the hberaoon of a fish by the 
seventh daughter of the man who had brought it and recounting that 
she w ent to heaven. Published P C Bhagchi, ‘ A Note on a Pamted 
Banner,” Journal of the Indian Soeiety of Oriental Art, I 1933 Pi 1, where 
the demes are idcntifted as Manjusn and Prajnaparamita, see also p 146, lb 
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: Hitopadcsha. 1594. Folding book painted on paper. 

Pages: 25/8* xSVA 

Btr Library, Katmandu, Nepal- 

These illustrations show the well known fable of “The Deer, the Vulwre, 
and the Jackal” In the tsvo upper panels of the pages illusttatcd here, 
the fable of die old vulture is recorded He had lost his eyes and his talons, 
the biri who roosted in the tree provided him with food A cat, pretending 
to be of an asthctic disposition and eager to Icam wisdom from the old 
bird, won his confidence and settled in the hollow of the tree After 
devouring the nestlmgs of the birds and leaving “ 

slipped aw'ay. Tlic parent birds discovered the 
the old vulture was the culprit they pounced upon and killed him 
In die panel at the bottom, a jackal befriending a deer takes hm to a 
field of green com to graze there, whereupon its owner “ 

the deer gets caught The jackal, who has been looking 
on the corpse of the deer, fails to get his prey which is released from the 
trap by the husbandman 

The oblong pages, reminiscent of manuscripts painted on palm leaves 
ic eSet fdlSLurely by pamted scenes or the paintings are mterspersed 
Ts^rrS^ m the te^xt The background f ^he pam^^^ 
with opulent foliated scrollwork, is divided by 

of trees with spreadmg tops of similar scrollwor .he brisk 

are md below their canopies The sumptuous setting enriches bmk 

illustratiom reproduced arc nearer the level of folk art than are most 
the pamtings of this Hitopadcsha 

1. SiJdlo..Hi.rarct,.etc P.U. Nepal.^ 

o'f Cl-eln«d. hkio. P„cW 

the J. H. Wade Fund. 

one of a senes of similar pamtmgs. represents the work of a 
pata, o of white Imcs delineatmg eyes or mouth 

Nepali school m libec me use op , j ^,. 1 , „fthe two Siddhas 

and Manjusn respccuvely, as is shown by Y 

a. V.,„dh„.M.«i.l.. Sixt..«tc„Bry. P.B. 

SCrior&..U „d ALc. New Y„k Cey 

™orc ebWe. 1» P“™ “'Te ^ 

1504 m the Bntish Museum (see 88 ^re j.yaratnamalla and 



to ihc Kashtha if vtJjpa the resthousc for pilgrims, which has gisen the 
or> ofkatmandu Its name The date has been read as 1516 b> W Norman 
Brow-n and as ISaa by P Pal Published 77 e 4rt cf Grca er If dia cp at 
p No N6 



Stupa Pata Late sixteenth century Pamtingon cloth 37V4'Xl8V4' 
National Museum of India, New Delhi, India 

The stepped crniral poroon of the pointing conmm a stupa with its 
enclosed goddess (Ushnishasnjay a) a square Ian ila ^\^th the eyes of the 
Adi-buddha its W li/uro-Iikc top surmounted by an umbrella Flower 
garlands are stretched m a triangle from the umbrella to the base Rows 
upon rows of miniature stupas dot the background The fisc Buddhas 
arc seen m the top row four donors and their many women appear ra 
the two bottom rows The lateral Bora! borders of the pata arc sumlar 
to those of Pahan miniature paintmgs of a later date 

Btabitia and Sarasvuti Pata Sixteenth seventeenth century 
Paintmg on cloth 25 ' X 17 */■•* 

The Museum of Fine Arts, Soston, Massachusetts 

This pata is painted on both sides of the hbne Brahma is shown on one 
side four hcad^ and nght handed eight armed Sarassau appears on 
the other Both are tlanong on their Itamsj t a! an i (gander) both holding 
tndent and book m their upper hands 

Chakrasamvara Pata Sixteenth-seventeenth century Paiutmg 
on cloth ‘^*/->'x323/i6' 

National Aluseum of India, New Delhi, India 


The Yidam Samvara wath his Prajna Vajras-arahi are supported by the 
downtrodden bodies of Bhairava and Ralaram. The naturalism of their 
contorted shapes contrasts wath the sty lizanon of such figures m earlier 
paintmgs just as the freer treatment of the lotus petals also differs from 
their formalism id an earlier Pata (85) Whereas m the earlier work the 
base of the group suggested a solid slab conceis cd m three-dimensional 
terms, it is here a thin plate hovenng m space abos c the ops of the petals. 
The Ixjrdenng figures, sshether single or conjomt, embracnig before the 
discs of their haloes and aureoles, repeat the nioscment of the central 
group and strengthen its impact. 


96 Tmha Mahatmya Dated 163S Painting on cloth IS^/g' x51 Va' 
The Cle\ eland Museum of Art, Cleveland, Ohio Gift of Mrs 
Albert S Ingalls 

Tw elve holy places of pilgnmage are shown m the juxupounon of green, 
pmk deep blue and w hitc surfaces. The system of colonng through the 


use of contrasting zones is similar to Rajastliam painting of the same age 
The outlines of the sparse, slender figures recall tliose of eathcr Nepali 
sculptures The fluttering scarves of some of tlie figures are traced m 
golden lines and Chinese curv es on the opaque color of the ground 


97. Pata of Dharmadhatii Vagishvara. Dated 1664. Paintmc on cloth 

593/4' X 31 *, 

Mrs. Sumltra Charat Ram, New Delhi, India. 

In the lower half of tins unusual pata, large portraits of a worshiping 
couple, seated on a wheeled platform drawn by liorses, appear opposite 
the enthroned figure of the deity, whidi is surrounded by an efifulgence 
A lion crouches below the high-backed throne Ritual objects, a stupa, 
and cclcsmls emergmg from clouds fill the area between the deity and 
lus worshipers The model of the large Chaitya (stupa) which occupies 
the central upper half of the paintmg is near die hand of the deity, which 
is shown in the gesture of exposition Nimbatc figures seated on cushions, 
and a palm tree, arc seen behmd the throne of Dharmadhatu Vagishvara 
The god and the donors confront each other 

The Chaitya shown m the upper part of the painting holds m its dome 
(womb) the goddess Dshnishavijaya, flanked by two divinicies Outside 
the Chaitya the scene is astir with the commotion of movuig the flag 
It IS attached to an umbrella and is shown twice — once m the process of 
bemg moved on ropes, and also installed on top of the Chaitya The 
scaffolding and the unwmding of the rope are painted m detail Small 
shnnes with their images, workmen, musicians and worshipers dot the 
red ground with their prease sliapes A second pair of donors — or 
the Same — are portrayed at die base of the Cliaitya A third and 
fourth couple, inscribed with their names, arc seated near the riglit 
edge of the pamting at the level of the dome The lower part of the 
pamting with the deity and donors, and the upper part describmg the 
flag-moving rite, arc placed witlun a thinly outlined, upright frame, 
like that of a votive stele, ending with a five-fold cusped arch 
The portraits of the worshipers or donors here form part of the mam 
field of the pamting Their physiognomies and costumes arc Nepali 
equivalents of such elements m contemporary Mughal portraiture Tlie 
mam “steJe” of the pamting is surrounded by rows of miniature Chaityas 
Sun and moon m their spheres are supenmposed m the upper comers 
The row of divimties m the upper margin and that of worshipers etc 
m the lower are no longer clearly recognizable 

The mscnption at the very bottom has two dates, one corresponds 
to 1433 A D m the reign of Jayayakshamalla, the other wluch is the 
date of the pamtmg, to the year 1664 when Jayapratapamalla Kmg of 
Poets (Kavuidia) ruled Katmandu is called Yambu, its Newan name 


98. Vajra^’arahi Mandala. Scvfntctnth-dghtpcnth century. Painting 
on cloth. 41 1 / 2 * ^ 28 l/i*. 

National Museum of India, New Delhi, India. 

In this free version of a mandsla, the goddess diners on a corpse m the 
center of her hexagon (s/uAenj) Her companion goddesses «ndc in the 
SIX snull triangles that reach out m sur shape from the central hexagon. 
Vases supporting slull-bovvis appear on the star-dotted ardc. An inner 
circle of lotus petals and, on the outer side, runs of skulls and flames 
enclose the eight ccmetencs The> arc here without th«r horror, plcasaunoes 
where the regents of the eight directions reside and the Siddhas sport 
Their srjic IS a revnval of fiftecnrh centurj form A parseme ground is 
used ounide the circle and, m betw ecn, the ancillar> div'inincs and mam- 
fcstaiions m their aureoles fill the surrounding square The portraits of 
the donon are clad in the fashion of the daj 


99. Shiva with Av-atars ofViihiia. Eighteenth century (?). Painting 
on cloth. 24 1 / 2 ' X 79 1 / 2 '- 
The Denver Art Museum, Denver, Colorado. 

The mountains in Nepali sr>lc here produce a flat screen behind the 
figures. The undulating top of this mountain screen is capped b> cloud 
rufilcs. A fastidious rococo guides the brush of the artist w hether he pamts 
a tree, die intncaacs of the throne or the man-Iion mamation of Vishnu 
who, havTng bunt forth from behind a pillar, is classing at the entrails 
of his adsenan fwm the end of the seventeenth cenmr} the pupils of 
the c>es, when shown m from view, were plaeed near the inner comers 
of the e>es, giving to the frees a h^^pnotizing stare 

100 a Book cover and leaf from an Ashtasahasnka Prajnaparamita. 

an,! Early eighteenth century. Cover, gouache on wooid. Leafr 
100 h gouache on paper, 4J/2'xI8'. 

Lent anonymously 

On the cov er Buddha is shown walking, earned by Naga Shesha, accom- 
panied by monks and gods, and worshipped by a pair of donors The 
illummatcd page illustrates the Temptation of the Buddha. 

101. Vishnu Pata. Ca 1810. Painting on cloth 20'x202'. 

Bharat Bhavan, Banaras Hindu University, Banaras, India. 

The pata depicts the story ofKaundmya and his wife Sita, which 1$ bemg 
told by Knshna to the five Pandavas It relates the marriage of Kaundinya, 
the vow performed by his wife, the burning of Kaundinya *$ bouse; tbc 
austenoes of Kaundmya m the forest, his finding of the old sage Ananta, 


and his worship of Vishnu Among the figures m the lower register 
IS that of the boy-King Girvana Yuddha Vikrama Sah (1800—1816), a 
devotee of Vishnu 

102. Assemblage of images. Pata. Dated 1775. Painting on cloth. 
29 Vs' x 22'. 

Lent anonymously. 

Although curstvely drawn and symmetrically coordmated, tlie effect of the 
pata IS determined by the directional lines of the movements of the divini- 
ties. Each in his specific color (which is iconographically presenhed) stands 
out harmoniously from the red “sea of flames" around him and the deep 
blue and green of the pata’s ground In tlic center appears Yogambara 
with his Prajna Jnanadakini In the top row are Kalacakra, Dharmadhatu 
Vagishvara and Navatmaka Heruka, m the second row Vajrahunkara 
and Sintvaca In die durd row arc YamanfaJb, VigftnantaJb and Ubhzyz- 
varahanana The names of members of the donor’s family and the date 
875 of the Newan era (A D 1775) are given in the inscription (Cf 97 ) 

103. 'The Story of Banasura. Later part of eighteenth century (?). 
Paintiiig on cloth. 29 ‘/j' x 141 3 / 4 '. 

Mtis6e Guimet, Paris, France. 

Banasura, son of Bali, king of the demons, had one thousand arms He 
was a devotee of Shiva, who guarded his city Bana was a great war 
lord but did not find sufficient use for his thousand arms He complained 
to Shiva who foretold that soon someone who was his equal would quell 
his pndc The occasion came when Bana found Aniruddha, the grandson 
of Krishna, m the palace apartment of his daughter Usha, where he had 
been earned miraculously through the air by her maid Bana made 
Amruddha his prisoner This part of the story is shown in the upper half 
of the long scroll The lower half shows the battle between Krishna 
— flymg on Garuda — and Banasura Krishna kills the reonue of Banasura 
and finally chops off his arms Now Shiva pleads for his devotee His 
last pair of arms is then spared and Krishna releases Aniruddha The 
three-dimensional palaces and the riffled mountain, ranges form an animated 
suge for the bnskly told narrauve 

104. Navatmaka Heruka. Tanka. Tibet. Eighteenth century. Paint- 
ing on cloth. ITVz'x 12*/2'> 

Collection of Nasli and Alice Heeramaneck, New York City. 

In this tanka (die Tibetan word for a temple “banner”) the angulanty 
into which the curves of the dancing figures are forced conveys an agony 
fiercer in its nature than the rapture expressed in Nepali patas showing 
the Yidams with their partners 
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105. 106 Illuitntiom from a Dlta(;a\'ata piirana Middle of nineteenth 
century. Gouache on paper. 14 '/$’ ><2072'. 

Lent anon>niomly. 

I’ratcna poisoscd the Sh>3iiunuka jewel xslucli the sun god had presented 
to h» brnilicr Krishna asked for this inagtcal jewel Prasena refused and 
took It to the forest where he was killed h> a lion The painting shoxs'j 
Prasena coming to the forest to hunt and being killed b> the lion xxho 
then xxalks axxa) xxith the jexxcl 

jambaxan, the ford of bears, killed the lion, look the jcxxel and brought 
It to Ins daughter Krishna, luxing folloxxed Prasena and the tracks of 
Jambaxan, fought xxiih the Lord of bears, defeated him and xxas gixen 
b) Jambaxan both the jcxxel and his daughter The painong shows this 
touching scene, Jambaxan haxing come forth from his “palace” on the 
left side of the pirtiire 

107. Khadga (isvord). L; 3472'. 

Dr. and Mn. Samuel Eilcnbcrg, Neve York Ot} . 

Sinular sxxords arc pubhslicd (Cf W HmS ook cf Indtcn Arms, 

London, 18S0, PI IX, 350 and 352, p 102 } Sxxords haxing a curx cd blade, 
sometimes ending in the head of an animal, xxcrc found in Ashur and 
arc knoxxTi from Babylonian representations (cf Rachel MaxxvTcll H>-slop, 

‘ Daggers and Sxxords in Western Asia,** Itaq VllI, 15M6, p 42, Y Yadin, 
Tht Art cf WcrfiTC, Nexx York. 1963) TJicj xxcrc used ceremoniall> 
rather than as weapons 




GLOSSARY names of Buddhist and Hindu gods represented in the exhibition. 


Adi'buddha: The pnmordiil Buddha Buddhahood 
m Itself 

Aksliobhj-a : The Buddiu “Imperturbable” , image of 
the power inherent m the Buddha This power v\as 
shown b> Buddha Shalcyamuni when he attained 
enlightenment, remained steadfast under die attack, and 
defeated Mara, the Evil One Akshobhya, a hypostasis 
of that power, seated m adaminnne position, his riglit 
pendant hand pointing to the earth, is associated with 
the East His sy mbol is the (thunderbolt) His color 
IS blue The parncular human failmg which finds release 
in him IS wrath (Cf “Buddha ”) 

Amitayus: The Buddha ‘Boundless Life" image of 
Nirvana, the state of deathlessncss Seated ui adamantmc 
position, tlic hands resting on his lap, palm on pahn, 
support a vase full of the w ater of dcathlessness Aniitay us 
IS the “form of splendour’ of Buddha 

Anutabha, “Boundless Light" His region is the West 
His syanbol is the lotus flower His color is red (Cf 
“Buddha ”) 

Avalokiteshvara ; Bodhisattva Aval okitcsh vara, “The 
Lord who directs his gaze downward,” is the spiritual 
son of Buddha Amitabha He has one hundred and eight 
forms (See Bodlusattva ) 

Bhairava: “Tlie Fearful,” originally a terrific (iigm) 
form of the Hindu god Shiva wrathful but protective 
spmt, the emanation of divine omnipotence slayer of 
demons Nepal is the sphere of acnon of 5,600 OOO 
Bhairavas 

Bodhisattva : A being wlio all his life strives for en- 
lightenment (W/ji). which becomes lus essential self 
He renounces Nirvana, however, and leads a life of 
action m order to save mankind Regarding the relation 
of Bodhisattva and Buddha, sec “Buddha 


Brahma : Brahma, to the Hmdu, ts Deity inamfested 
as the creator of the universe His vehicle is the Hamsa, 
the celestial gander In Tantnk-Buddhist images, Bralima 
IS one of die four Evil Ones (Mara) trampled upon by 
Hevajra and other gods 

Buddha : The ‘ Enlightened ’ was a sage of the royal 
Sliakya clan (Shakyamuni) For die current aeon be is 
the Lord Buddha He embodies Biiddhaliood In former 
xons other perfect and enlightened sages had taught 
the doctrine and m a future aeon Maitreya will be the 
Buddha This “historical ‘ sequence of the appearance of 
a Buddha rests in the idea of Buddhahood wluch is 
tmieless ThepnnapIcofBuddlialioodistheAdi-biiddha 
Tbs prmciple, when viewed as active throughout the 
cosmos, IS represented as fivefold with reference to the 
central realization wbch is resplendent (tairorau/t) and 
is represented by Buddha Vairocana Buddha Vairocaiia 
IS placed at the center wnth reference to the other four 
exponents of Buddhahood The Buddha nature permea- 
ting the entire cosmos is similarly realized m the four 
directions of space in four further fonns, as Buddlia 
Akshobhya in the cast Buddha Anutabha m the west, 
Buddlia Ramasanibhava in the south and Biiddha 
AmoghasiddJu m the north Each of these five Buddhas 
or fivefold exponents of Buddhahood is associated 
with an Orient, a cognizance a color, a consort 
(prapirt) a Bodbsattva or spiritual son, and even 
further members of bs ‘ family ” With each of the 
Five Buddhas is also associated a particular human fail- 
ing wrath, malignity, desire envy and stupidity 
(Cf YicUm) 

Devaputra Son of god, ’ a flyuig celestial represented 

m child form 

Devata : A celestial being 
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Devi : Goddess 

Garuda : The my thjcal Sun-bird, \ chicle of Vishnu, 
Garuda is represented as part nun, pan bird 
Gauri : “The Dnllunt*', a name of the consort of the 
Hindu god Shisa An image named Mahagaun, the 
Great Gaun, on which there appears an inscription of 
the year 1205 in Dco-Patan corresponds, in general, in 
the position of her lunds with the images called “Gaun" 
in this catalogue 

Green Tara: Shyanu Tara, also called Khadirasam 
Tan, IS that aspect of Tara, (the “Saviorcss") whicli 
belongs to the famdy of Buddha Amoghasiddhi, whose 
color « green (Cf Buddha ) 

Hcruka: The fierce aspect of a Buddha Each of the 
fisc Buddlus has his Henika aspea, the Buddha nature 
bemg dual Each Hcruka also has sc\ cral aspects (Cf 
Navatniaka Hcruka ) 

Hesrajra: Hcruka in union ssitli his fcnule partner 
(pwywt) 

India* Indra, the Hindu Lord of gods, m Tanmk 
Buddhism is the Buddha of one of the Sue Spheres of 
Existence He plays a spccul part in the legends, life 
and an of Nepal Hu image, with hands extended 
laterally, is set up annually during the Indra Fcstisal 
His other type of representation show s him seated and 
similar to a Bodhisattva His frontal eye u always shown 
horizontally, the third eye of other divmines being 
regularly placed vertical J y m the middle of the /brehead 
Jambhala ; The god of Wealth belongs to the fimily 
of Buddha Ratnasambhava whose name means “Jewel- 
bom” and whose symbol u a jewel 
Janguli A goddess assoaated with Akshobhya She 
cures and prevents snake bite 

iTritlina ; The Hindu god, Krishna, is an avatar (earthly 
manifestation or “descent”) of Vishnu Among his many 
deeds of valor as a young boy was his defeat of the 
great serpent Kabya who lived m the nver Yamuna 
Laksbmi • The Hindu goddess of prospenty, consort 
of Vishnu 


Lbamo: A form of Kali who u a consort of Shiva, 
Lhamo is one of the four “Defenders of the Law” 
(Dharmapala) She w as armed by the gods and wean 
their weapons as her ornaments She is a consort of 
Mahalala Before licr conv cnion to Buddhism she was 
the twm sutcr and wife of Yama, the god of death 
Loknhvara ; The “Lord of the World” Lokeshvara is 
Sima idenulied with Avalokitrshvara 
Mahakala ; The “Great Black One" is a defender of 
the Law Ongmally he was a form of the Hindu god 
Shiva, an embodiment of “Great Time” or Eternity 
Maitreya : The Future Buddha In the present dispensa- 
tion of time he IS a Bodhisattva 
Manjusri : The “Glonous Gentle One” is a Bodhisattva 
who belongs to the fanuly of Buddha Vairocana. he u 
also attached to die fanuly of Buddha Akshobhya or of 
Buddha Amitabha He is the Creator of Nepal (see 
Introduction} In his ficrmt manifestation he is Vajra- 
bhairav a “the Adamantine Fearful” called Yamantaka, 
the Ender of Death 

Maya: The measurable or “phenomenal” world. Also 
the name of the mother of Buddha Shaky amuni 
Naimtma ■ “No^elf” is a fierce goddess who represents 
Shunj a. the Void She dances on a corpse She belongs 
to the family of Buddha Akshobhy’a. 

Navatmaka Heruka : Cf Heruka 
Padmapani : Bodhisattva “ Lotus m hand,” a form of 
Bodhisatts'a Avalokitrshvara, who is the spiritual son 
of Buddha Amitabha 

Prajna “Gnosis” (i e. spmrual wisdom), the consort 
of a Buddha with whom he is umted In relation to 
her, withm the state of Buddhahood, he is the means 
(iipaya) and she is the end 

Prajnaparamita : ‘Perfccnon of Wisdom." She is the 
embodiment of the Prajnaparamita senpture and a form 
of the Supreme goddess She belongs to the family of 
Buddha Aksobhya 

Puja Devata. An image of an ancillary divinity set 
up next to the mam divimty to receive worship (puja) 
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Samvara: The Yidam Samvara is a form of Hevajra 
He belongs to die lainily of BuddJia Aksliobhya His 
Prajna is Vajravarahi 

Sarasvati : “Our Lady of the Waters,** Hindu Goddess 
of Speech and consort of Brahma who was taken over 
by the Buddhists. 

Sridhara : “The uplioldcr of Sn,’’ one of the varieties 
of the cult image of Vishnu 

Stnpa: The architectural symbol of the Pannirvana 
(total decease) of Buddha Shakyamum, the most sacred 
Buddhist monument 

Tara : The “Saviourcss " As the prajna of Buddha 
Vairocana, her color is white Her attributes are eyes on 
her forehead, palms, and soles. As the prajita of Buddha 
Amoghasiddhi her color is green There arc m addition, 
yellow, blue and red Taras, belonging to the respective 
Buddha famihcs The Saviouress is everywhere Each 
of her manifestations has further sub-vaneties, 

Tantrik (adj.): Referring to a class of texts called 
Tantra, a body of Revelation on which arc laid down 
the rites by which Buddhahood or the realization of 
the Ultimate can be attamed m this life 
Ucchiisbma Jambbala 1 A fierce variety of Jambhala 
Uma-Maheshvara : The Hindu god Shiva m his to- 
getherness with his shako (creative power) as Uma 
Vajradhara ; The Adi-buddha, “Holder of the Vajra” 
(thunderbolt), is iconograpbically distinguished from 
Vajrasattva 

Vajrasattva: The Adi-buddha “Vajra-Bemg” differs 
from Vajradhara in the posiOon of the hands holdmg 
the Vajra (thunderbolt) and Ghanta (bell) The vajra is 
the male symbol standmg for the “means” (npaya), the 
bell, the female symbol for the doctrine {prajna) 
Vajravaralii : The “Adamantine She-boar” belongs to 
Buddha Vairocana’s family She is entrancingly beau oful, 
bemg the indestructible female element of meumon, the 


essence of the five kinds of wisdom, the embodiment 
of* the Sahaja pleasure” Her attribute is an excrescence 
on the left side of her head, which has the shape of the 
head of a boar 

Varuna : The Regent of the West His mount is the 
Makara (sea monster) 

Vasudhara : The “Giver of Wealth” (the Earth), belongs 
to the family of Buddha Ratnasambhava anj ^ the 
consort of Jambhala Her attribute ears of com 
Vidyadhara : Gamer of magic knowledge, oj- spells, 
a class of celestials always represented flymg 
Vikranta Murti : Vishnu m his manifestation or “de^ 
scent ’ (avatar) as a tmy brahman boy who pervades the 
cosmos m three strides, stepping out from the Piece of 
land — ^just enough to stand on — ^that he had begged the 
Demon Kmg to give him 

Vishnu: The “Pervader”, one of the three Hmdu 
Demiurges (Brahma, Vishnu, Shiva). He preserves and 
restores the universe He descends (avatarali) frum his 
transcendental state in order to restore the world when, 
because of all the evil in it, it is threatened with destruc- 
tion 

Yidam : The “Yidams” arc of essential importance to 
the practising Tantrik Buddhist As chosen diVumies 
they arc guarantors to the worshipper of his union m 
Buddhahood with the particular one of the five Buddhas 
to whom he is markedly drawn by that human failmg 
to which he is most prone His failing may be ivrath, 
mahgmty, desire, envy, or stupidity Contrasting with 
the serenity of the “Buddha image” is its fierce, Hcruka 
form Through the divine mechanism of these 
Yidams the fad mg of the pracoscr is transmuted mto 
that speaafiond’ ol'wisdbm represented* 6y tfie parOtu/ar 
Buddha Thus there developed the fierce fom^ of 
Akshohhya and the different forms of Heruka, Hcvjjra^ 
Samvara, etc (Cf Buddha ) 



107. Ktadga (sword). L;34>/2** 
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